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FOREWORD 


I have great pleasure in presenting the fifth number of “Jain Art Publication 
Series”, which is entitled The Oldest Rajasthani Paintings From Jain Bhandars. This 
publication unique of its kind, rich in variety and thought opens a new chapter in the 
history of Indian painting. It will provide a new angle and thought to the lovers of 
art as well as to the students of historical research. The miniature paintings incorpor- 
ated in this publication fill important missing links in the vast fathomless field of 
research in the history of Indian painting. 


Jain Bhandars from a vital link in the history of Indian literature as they are 
generally acknowledged as unbiased treasured repositories of unravelled knowledge. 
These Bhandars conatins Mss. collection representing all branches of study. The 
erudite scholar, Muni Sri Punyavijayji has spared no pains in recent years to 
reorganise and revitalise the activities of many Jain Bhandars. His untiring efforts 
have brought to light the mysteries of unknown contents of these Jain Bhandars, 
which lay secluded for centuries in the dark labyrinths scattered in different towns 
and cities. His efforts were solely motivated by the ennobling mission of unrave- 
lling its rich contents and making them easily accessable to all. 


It is only Muni Sri Punyavijayji’s all-round efforts, which promoted the govern- 
ment not to ignore the intrinsic worth of the rich contents of these Jain Bhandars. 


The miniatures incorporated in this publication are from the Jain Bhandars of 
Ahmedabad, Patan and Jaisalmer (Rajputana). I am greatly indebted to Muni Sri 
Punyavijayji, who gave me full access to the invaluable rich art treasures of the 
famous Jain Bhandar of Jaisalmer from which a careful representative selection 
has been made. 


—Sarabhai Manilal Nawab. 

















INTRODUCTION 


The title of this publication symbolizes the close cultural ties binding Gujarat 
and Rajasthan. Gujarat and Rajasthan have generously contributed to enhance the 
beauty and finnesse of Indian architecture and occupy a special niche in the over- 
all picture of ‘Splendar that is Ind’. Similarly these regions hold an important 
place in the history and development of Indian painting. It held its sway to a 
great extent in the Mohammedan period when the indigenous art tradition continued 
to be preserved while there was partial disappearance in other parts of Northern 
India The earliest records of Western style date from 10th to the beginning of 
the 17th century. Though the majority of the extant miniature paintings are from 
the Jain Bhandars of Gujarat, there is little doubt that this style was also prevalent 
in Rajasthan. The style bears not only close similarity but they are almost identical 
with slight variations here and there. Some art connoisseurs are of the opinion 
that the style has its origin in Rajasthan centralizing their theory on Lama 
Taranatha’s statment that the school of the ancient West was founded by 
Sringadhara, an artist from Marudesa? (Modern Marwar) in the 7th century 


There are, however, not many paintings in the Western Indian style, which can 
be conveniently labelled to have its inspiration from Rajasthan. Earliest of these 
are the miniature paintings of palm-leaf and the painted wooden book covers 
(Figs 1-35, Plates A to Y. Figs 1-19 and Plates 1-19), which provide protection 
to the carefully executed palm-leaf manuscripts of the Jina Bhandar of Jaisalmer. 
It represents the contemporary style of decorative paintings dating from the 10th 
to the 15th century The Savaga Padikamana Suita Cunni was drawn and painted 
at the fort Aghata (Modern Ayad near Udaipur) in A. D. 1260 during the reign 
of the Guhila Tejasinha.* Another interesting and striking document from Rajasthan 
of identical style is a MS of the Supasndhacariyam, written and illustrated in A. D. 
1422-23, at Devakulapitaka in Medapiata region during the reign of Rana Mokala. 
The thirty-seven illustrations of this MS are rich in style and elaboration Some 
of them occupy the space of a full page. Almost all the available illustrations of 
this MS are rich in style and elaboration. Some of them occupy the space of a 
full page. Almost all the available illustrations excepting two (1 and 3) of the 
Supdsandhacariyam are included here. The illustrations bear Nos 58, 59, 61-64, 66-69 
11-74, 76, 77, 79-82, 84, 85, 87 95, 106, 127, 140 and 145. This illustrated manuscript 
is preserved in the Tapagachhiya Jain Jiana Bhandar of Sri Hemacandracarya 
Jnana Mandir, Patan. 





1 Pramod Chandra, Marg Vol XI, No. 2 Page 32. 
2 Ananda Coomarswamy, “‘An illustrated Svetambara Jaina MS of A. D. 1260” Easteru Art IT 
P. 237-240. z 





the early 15th century in the well-known Jana Bhandar of Jaisalmer. There are 33 
beautiful and nicely executed suggestive miniature paintings of Kalpasiit a and 12 of 
Kalakakatha, All these paintings are being reproduced for the first time and they are 
represented here as Nos. 20 to 57, 60, 65, 70, 75, 78, 83 and 86. Fifteen paintings 


are shown in its original colours to give an exact idea of the rich colour scheme, 


T entirely agree with the following conclusions arrived at by Sri Karl 
Khandalavala in his thought-provoking article published in (Vol. IV, No. 3) under 
the caption of ‘Leaves from Rajasthan.” 


“The Rajasthani miniature painting never existed prior to the advent of the 
Moghuls in 1525 A. D. and that but for the formation of the Moghul School of 
miniature painting there would, in all probability, never have been any Rajasthani 
School of Pahari School of miniature art. If I am stating the case emphatically, it 
is because it is high time that the old-fangled notions as to the existence of a pre- 
Moghul miniature art in Rajasthan, or even as to the existence of Rajasthani : 
schools contemporary with the early Akbar School, must be scrapped lock, stock 
and barrel, if our younger writers are not to be misled into egregious errors. I 
sincerely hope that the history of Indian art will not in the coming years suffer 
from that plethora of fantastic theorizing and nationalistic bias which has proved 
destructive to a clear vision of ancient Indian history.”-p. 8. 


8 Introdnetion 
There is also an undated paper manuscript of Kalpastitra and Kdlakakatha of 


x x x x x x 


“The only pre-Moghul ancestry of Rajasthani miniature painting is the Gujerati 
style MS illustrations. It was the impact of the Moghul School on this conventional 
style that gave rise to the School of Rajasthani miniature painting. Any other theory 
is untenable. It would indeed be an outrage to commonsense to maintain that though 
thousands of Gujerati style miniutures on palm-leaf and paher have survivde, yet 
every single vestige of the pre-Moghul Rajasthani School (different from the 
Gujerati MS style has disappeared. It would indeed be an outrage to commonsense 
to maintain that though thousands of Gujerati style miniatures on palm-leaf and 
paper have survived, yet every single vestige of the pre-moghul Rajasthani School 
(different from the Gujerati MS. style) has disappeared. It would equally be an — 
outrage to Commonsence to believe that pre-Moghul Rajasthani School of painting, 
miniature or fresco, different from the conventional Gujerati style, existed, and 
yet it never influenced one single known miniature out of the hundred painted in 
Gujerati style in Rajputana itself.”-p. 9. 


ee 


— 


I have selected the title “The Oldest Rajasthani Paintings” for this publication 
on the regional basis and not on stylistic grounds; I have selected 134 illustrations 
out of 318 of this style; they are thoroughly executed in the Western Indiai 
but they are preserved and painted in Rajasthan. These thoughts have pro 
me to select this title. ins 
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I have included also 184 illustrations from a MS of Kalpasittra of Devasino 
Pado Bhandar of Ahmedabad. This is the most elaborately illustrated and decorated 
perfect MS of Kalpasiitra and Kalakakatha that 1 have come across so far. This manu- 
script is unique itself and sets the students of history and art thinking. A striking 
feature is the simultaneous appearance of marginal ornamentation in Persian style and 
painting in Western Indian Style on its pages. This can positively be dated to the 
period circa 1475 A. D, the panels on some of its folios are miniature reproductions of 
scenes from Timurid paintings. The Persian warriors wearing the garb and headdress 
of the Timurid period are illustrated in the dule fights on foot as well as mounted on 
steeds. The floral decoration and panel of birds, foliage and the arabesques of this 
manuscript are also influenced by the 15th century style of Persian painting. Occasio- 
nally a realistic smal] panel depicting a contemporary pastime is illustrated. There 
is a cock-fight in one scene (Fig. 209), and in another two antelopes are seen 
in a combat (Fig. 216’. This MS is not an isolated example though it may be that 
very few illustrations with such gorgeous decoration and variety of motifs were comim- 
ssioned. This manuscript shows that the artist had seen Timurid paintings. The 
Western ports of Gujarat and Cambay were great emporiums of Persian trade. Though 
the artist of this manuscript was influenced by the Persian miniature paintings in his 
border and panel decorations, he held rigidly to the conventions of the Western Indian 
style in depiction of the subject matter of the Kalpasiitra. This is a striking feature 
which does not escape the attention of the art connoisseurs. During this period, Sulta- 
nates ruled over Gujarat and the leanings or the soft corner for Persian culture by the 
Sultanates of not only Gujarat but Daccan, Malva and Jaunpur is not at all surprising. 
Such an atmosphere is bound to react in some form when the artist handles his pencil 
and brush. This has its reflection in the decorative borders and panels. 


Tt was the great scholar, Muni Sri Punyavijayji, who also brought to light the 
artistic wealth of the painted wooden covers. The invaluable richly decorated manu- 
scripts of Supasndhacariyam and Kalpasiitra were first noticed by Muni:Sri Punyavijayji 
in the world famous Bhandar of Jaisalmer and Patan. The hearty cooperation offered 
by the learned scholar is mainly responsible for the publication of such a beautiful 
suggestive repertoire of invaluable art treasures. 


This provides not only a glimpse of the high standard of Indian painting but 
also shows the perfection attained in manufacture of craftsmanship, paper, ink etc. The 
unique Kalpasiitra MS. of Devasino Pado Bhandar of Ahmedabad was first noticed 
by me in 1933. It was in 1934 that I showed some leaves to Dr. W. Norman Brown, 
Professor of Sanskrit in the University of Pennsylvania and the Curator of Indian Art 
in the Pennsylvania Museum of Art and I published some representative specimens in 
my publication Jain Chitrukalpadruma in 1935 and in Sri Kalakakathdsangraha in 1949. 
Since last twentyfive years, the thought of a publication of all the artistic materials 
of this MS has agitated my mind. Now I am able to include 184 illustrations here 
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for the first time. The remaining more than 350 illustrations depicting Indian music 
and dance will be shortly published in Sungita-Natya Riipavali, which is edited in 
collaboration with my daughter Kumari Vidya, Nawab B. A. Hon.) 


I thank Sri Jayantilal D, Rawat, the proprietor of Deepak Printery for the 
beautiful and timely execution of the printing work, My thanks are also due to 
Sri Kantibhai D. Kora, Registrar Sri Mahavira Jaina Vidyalaya for his hearty 
cooperation in the preparation of the MS. I acknowledge my obligation to the 
trustees of Jnana Bhandars of Jaisalmer, Patan and Devasino Pado Jiiana Bhandar © 
of Ahmedabad for the kind cooperation. 4 


The judicious connoisseurs of art and research students have always inspired 4 
me to extend and enlarge my efforts in this direction and I trust that I will continue 
to receive the same warm support in canalizing further efforts in future also. 


Vaisikha Sudi 3, 2015 
ChhipaMavjini Pole, Ahmedabad. 1 —Sarabhai M. Nawab 
11-5-1959 d 

















LIST Of ILLUSTRATIONS 


Plate A 

1 A Painted wooden Book-cover 
Plate B 

2 ” 
Plate C 

3 5} ” 
Plate D 

4 Pr i » 
Plate E 

5 ; % 
Plate F 

6 55 * ” 
Plate G 

7 ” 
Plate H 

8 S 2 ” 
Plate I 

9 oy ” » 
Plate J 


10-11 Queen Vama Conceives Parsva and 
fourteen Lucky dreams 
Plate K 
12 Exposition of the meaning of dreams 
13 Birth of Lord Parsva 
Plate L 
14 Harinaigamesin taking Parsva to Mount 
Meru for Lustration and bath 
15 Birth rites on Mount Meru 
Plate M 
16 Mother’s insistence for marriageofParsva 
17 Marriage of Parsva 
Plate N 
18 Parsva’s return home after marriage 
19 Home life of Parsva 
Plate O 
20 Parsva’s visit to Kamatha on horseback 


21 Kamatha perfoming five-fire penance 
and Parsva rescuing the snake 
Plate P 
22 Parsva giving away his possessions 
23 Parsva in the initiation palanquin 
Plate Q 
24 Plucking of hair and Indra standing 
nearby with a devadusya (Garment) 
25 Acarya teaching his pupil (Parsva 
preaching) 
Plate R 
26 Kamatha attacking Parsva with a 
fearful thunderstorm 
27 Parsva’s Samavasarana 
Plate S 
28 Parsva’s Nirvana 
29 Astamangala 
Plate T 
30 A painted wooden book-cover 
Plate U 
31 A painted wooden book-cover 
Plate V 
32 A painted wooden book-cover 
Plate W 
33 A painted wooden book-cover 
Plate X 
34 A painted wooden book-cover 
Plate Y 
35 A painted wooden book-cover 
Plate 1 
1 A Painted wooden book-cover 
Plate 2 
2 A painted wooden book-cover 
Plate 3 
3 A painted wooden book-cover 
Plate 4 
4 A painted wooden book-cover 


12] 
Plate 5 
5 A painted wooden book-cover 
Plate 6 
6 A painted wooden book-cover 
Plate 7 
7 A painted wooden book-cover 
Plate 8 
8 A painted wooden book-cover 
Plate 9 
9 A painted wooden book-cover 
Plate 10 
10 A painted wooden book-cover 
Plate 11 
11 A painted wooden book-cover 
Plate 12 
12 A painted wooden book-cover 
Plate 13 
13 A painted wooden book-cover 
Plate 14 
14 A painted wooden book-cover 
Plate 15 
15 A painted wooden book-cover 
Plate 16 
16 A painted wooden book-cover 
Plete 17 
17 A painted wooden book-cover 
Plate 18 
18 A painted wooden book-cover 
Plate 19 
19 A painted wooden book-cover 
Plate 20 
20 A Rsabhadatta and Devananda 
Plate 21 
21 Mahavira 
22 Fourteen dreams 
Plate 22 
23 Sakra on throne, with court 
24 Harinaigameisin removees the embryo 
from Devananda’s womb 
Plate 23 
25 Sakra reverences Mahivira’s embryo 


28 The Lokantika gods come to awaken 


List Of Mustrations 

Plate 24 
26 Mahavira’s lustration and bath at birth 
27 Siddhartha celebrating Mahvira’s birth — 
festival 





Plate 25 


Mahavira 
29 Mahavira’s Samavasarana 
Plate 26 
30 Sakra’s Command 
Plate 27 
31 Mahavira as a siddha 
32 Indrabhiti Gautama’s omniscience 
Plate 28 
33 Mahavira as a siddha 
34 Parsva in the initiation palanquin 
Plate 29 
35 Harinaigamesin brings the embryo to 
queen Trisala 
Plate 30 
36 Parsva as a siddha 
37 Nemi’s birth 
Plate 31 
38 Nemi’s Samavasarana 
39 Six Ganadharas of Mahavirra 
Plate 32 
40 Trisala and the fourteen lucky dreams 
Plate 33 
41 Five Ganadharas of Mahavia 
42 Mahavira’s preaching 
Plate 34 
43 Mahivira’s Samavasarana 
44 The Celestial palace 
Plate 35 
45 Siddhartha and Trisala 
Plate 36 a 
46 King Vairisimha and Queen Surasundari 
47 Kalaka and Sahi 
Plate 37 : 
48 King Gardabhilla brought captive, to. y 
f T 
Kalaka 7 


ni Kato 
tor the Arti 


. oe ae ae ee Se ee a Ce re 











faq 93 


Fig. 13 








faq 9% 














List Of Illustrations 


49 Kalaka and the Sahi 
Plate 38 

50 Sakra in fivefold and Mahavira's birth 
Plate 39 

51 Kalaka and Balabhanukumar 

52 Kalaka and King Satavahana 
Plate 40 

53 King Salivahana with his Queens 

54 Arya Kalaka and Sagaracandrasiri 
Plate 41 

55 Mahavira in the initiation palanquin 
Plate 42 

56 Kalaka with Sakra disguised 

57 Kalaka with Sakra revealed 
Plate 43 

58 The Goddess Sarasvati 

59 Suparsva in the Graiveyaka heaven 
Plate 44 

60 Pargva plucks out his hair 
Plate 45 

61 Queen Prithvidevi on her coach 

62 The fourteen lucky dreams 
Plate 46 

63 Prithvidevi relates her dreams to 

Supratistha 
64 Supratistha listens the expounding of 
the dreams 

Plate 47 

65 Rsabha plucks out his hair 

Ways Plate 48 

66 Suparéva’s birth 

67 Supratistha going to see his son 
Plate 49 

68 Showing the sun to Supargva 


69 Showing the moon, to. Suparsva 
Plate 50 

70 Mahavira preaching the Samachari 
Plate 51 

71 King Suparsva sees solar eclipse 

72 Suparéva plucks out his hair 
Plate 52 

73 Suparéva obtains omniscience 


(13 


74 Suparsva’s Samavasarana 


Plate 53 
75 The Goddess Sarasvati 


Plate 54 

76 Supirgva’s Samavasarana 
Plate 55 

77 Supirsva initiates his wife Soma 
Plate 56 

78 Gunaikarasiri and Kalaka 


Plate 57 
79 King Vijayavardhana plucks out his hair 


80 Supiréva preaches 
Plate 58 
81 Kumudchandra Upadhyaya teaches Ch- 
ampakamala 
82 Parrotand she-parrot converses infront 
to King Ripumardana 
Plate 59 
83 King Vikrama with his Purohita 
Plate 60 
8+ Goddess Kalika with twenty hands 
Plate 61 
85 Vaitala’s salutes in the feet of the 
King in burial ground 


Plate 62 

86 A layman and two monks 
Plate 63 

87 Vaitalas are dancing infront of the King 
Plate 64 


88 King Vikrama in the court, Vaitala 
fights 
Plate 65 
89 Amezing Gods 
Plate 66 
90 Dinna Ganadhara came in forest 
Plate 67 
91 Supréva in meditation 
92 Gods lift up corpse of Suparsva 
93 Gods doing funeral ceremony of Su- 
parsva 
Plate 68 
94 Suhanidevi’s Joy 





14) 
Plate 69 
95 Supirgva as a siddha 
Plate 70 


96-105 Decorative borders from the DVS 
KS 
Plate 71 
106 Supargva’s marriage 
Plate 72 
107-116 Decorative borders from the DVS 
KS 
Plate 73 
117-121 Decorative borders from the DVS 
KS 
122-126 Decorative borders from the DVS 
KS 
Plate 74 
127 Supargva receives the first alms 
Plate 75 
128-137 Decorative borders from the DVS 
KS 
Plate 76 
138 The elephant 
139 The bull 
Plate 77 
140 Queen Som@ and her son salutes 
Supirsva 
Plate 78 
141 The lion 
142 The garland 
Plate 79 
143 The banner 
144 The full vase 
Plate 80 
145 Sankhkumira runs to Vaitala 
Plate 81 
146 The lotus lake 
147 The ocean of milk 
Plate 82 
148-160 The dikkumaris arrive 
Plate 83 
161-172 The dikkumaris arrive 


List Of Illustration 


Plate 84 
173-184 The dikkumaris arrive 
Plate 85 
185-197 The dikkumiaris arrive 
Plate 86 
198 Vardhamana’s marriage 
Plate 87 
199 Mahavira gives away half his garment 
200 Assault of the Cowhard 4 
Plate 88 . 
201 Naga Sudafistra’s attack upon Mahavira — 
202 Kataputana’s attack upon Mahavira 
Plate 89 
203 Asura Chamarendra worshipping Ma- 
havira 
204 Fight between Chamarendra Asura 
and Sakra 
















Plate 90 
205 Two brahmans sacrificing yagna 
206 Chandanabala gives alms to Mahavira 
Plate 91 
207 Pargvanatha with one thousand snake 
hoods 


Plate 92 
208 Kamatha performing the five fire 
penance 
Plate 93 
209 Aristanemi riding to the bridal pavilion 
Plate 94 


210 Rsabha receives the first alms 

211 Bahubali worshipping Dharmachakra 
Plate 95 

212 Jambukumara with his two wives 

213 Six wives of Jambukumira 
Plate 96 

214 Bhadrabahu and Varahamibira 

215 Vajraswami and Miss Rikimani 
Plate 97 

216 A page from the DVS KS with mos 

beautiful decorations 


7a 














faq 48 


Fig. 19 


faq ye 


Fig. 1S 








F List Of Illustrations 


: Plate 98 
| 217 A page from the DVS KS with most 
beautiful decorations 
Plate 99 
218-221 The peacocks decorated in the side 
panels of DVS KS 
Plate 100 
222-224 The peacocks decorated in the side 
panels of DVS KS 
Plate 101 
225-228 The parrots decorated in the side 
panels of DVS KS 
Plate 102 
229-232 The parrots and other birds deco- 
rated in the side panels of DVS KS 
Plate 103 
233-236 The birds and the beautiful flower 
plants decorated in the side panels of 
DVS KS 
Plate 104 
237-240 The beautiful flower plants deco- 
rated in the side panels of DVS KS 
Plate 105 
241-244 The beautiful flower plants deco- 
rated in the side panels of DVS KS 
Plate 106 
245-248 The beautiful flower plants and 
geomatrical designs decorated in the 
side panels of DVS KS 


(15 


Plate 107 
249-252 the geomatrical designs decorated 
in the side panels of DVS KS 
Plate 108 
253-256 The geomatrical designs decorated 
in the side panels of DVS KS 
Plate 109 
257-260 The geomatrical designs decorated 
in the side panels of DVS KS 
Plate 110 
261-264 The geomotrical designs decorated 
in the side panels of DVS KS 
Plate 111 
265-268 The elephants and the king decor- 
ated in the side panels of DVS KS 
Plate 112 
269-272 The camels, flower plant, King 
and an emperor decorated in the side 
panels of DVS KS 
Plate 113 
273-276 The elephant riders, horse riders 
and the peacock decorated in the side 
panels of DVS KS 
Plate 114 
277-280 The dancing figures and flying 
ladies decorated in the side panels of 
DVS KS 
Plate 115 


281-283 The dancing figures decorated in 
the side panels of DVS KS 








Fig, 20 faq 20 











Fig. 23 


faq 3% 


Fig, 22 





THE ART TREASURE OF JAISALMER JNANA BHANDAR 


The discovery of the painted wooden book covers from the famous Jfiana Bhandar 
at Jaisalmer has made a magnificent contribution to the study and knowledge of 
Western Indian painting. Therefore to lovers of art and research scholars, the rich 
repertoire of “Jaisalmer Paintings” would prove useful. This collection is mainly confined 
to painted wooden book-covers, which provide protection to carefully executed palm- 
leaf manuscripts of Jfiana Bhandar at Jaisalmer. It represents the contemporary decorative 
paintings dating from the 12th to 15th century. To students of Western Indian pain- 
ting, this provides useful data. 


The colour of some painted wooden book-covers represented in this collection 
have faded due to ravages of time and weather. However, the harmony of colours 
remain intact. This reflects the depth of knowledge of the artists of the period in the 
sphere of the preparation and combination of different colours. The credit for the safe 
preservation goes to the custodians of the Jiiana Bhandar. Inspite of the movements 
of the palm-leaf manuscripts from place to place and indiscriminate use of such rich 
treasures, the technique of preparation and mixing of colour gives us an idea of tech- 
nical perfection and proficiency of the period. Moreover, beautiful decorative and artistic 
palm-leaf and paper manuscripts in different Bhandars provide a detailed information 
on the art of writing and the materials used in preparing such rich repositories. It 
reflects the unique proficiency attained by the painters not only in the subject matter 
but also in combination of colour and background. 


The rich collection of painting could be roughly be divided in different groups. 
These paintings depict 1. Previous births of Tirthabkaras. 2. Incidents touching the lives 
of gods and goddesses. 3. Life incidents of Acaryas 4. Data touching Agamas and biography. 
5. Trisastisalakapurusa Caritra (lives of sixty three illustrious persons) 6. Literery person- 
ages and patrons of learning. 7. Natural resources like rivers, reservoirs, jungles and animals. 


Besides the rich repository of Jaisalmer Bhandar, some significant decorations from 
Sanghvi n& Padano Jfiana Bhandar have been included. Such decorations are mostly 
seen on the palm-leaf manuscripts of the 12th-13th century. This represents the 
Progress of our paintings between 12th and 15th centuries. In the later period, the 
art of painting has maintained its dignity and progress. Of course during this period, 
Painted wooden book cover started to become outmoded and its place was taken by 
cardboard binding and boxes. 


This collection of paintings on wooden covers comprises of paintings from Jina 
Bhandara of Ac&rya Jindatta and are represented from Tilakacdrya’s DaSavaikalikast- 





a The Oldest Rajasthani Paintings From Jain Bhandars 


Devabhadra’s Sangrahani Prakaran Satika, Dasacrutaskandha, Kalpatippanaka 
of Prthvicandrasiiri. This fotht is written in the early 14th century of Vikrama and is 
well-preserved. lijustrations 1 to 3 and 30 to 35 are on the wooden covers, which were 
found from the same Jaana Bhandara. Some of these wooden covers data back from 
Vikrama Samvat 1101 to 1400, while some represent the period between 1401-1509, 
There is no conclusive proof to date them earlier. Illustrations 4-9 are parts of two 
wooden covers and they belong to Lonk&gacchiya Jfidna Bhandara of Jaisalmer. They 
hly be taken to have been painted in the early 13th century of Vikrama, 


tratika, 


may roug! 
Plate A-B 1 


Fig. 1-2: These two illustrations are compartments of different wooden book- 
covers. Beautiful floral designs are represented on them. 


Plate C if 
Fig. 3: This represents the illustrative position of a wooden cover, probably of 


the Vikrama 14th Century. ‘Sun’? is the subject motif. a 


Fig. 4-9: This set represents seven births of Tirthankara Neminatha. These illus 
trations form part of the wooden covers of Bhagavatisiitra of the first half of the 13th 
century, v. s» There is some difference in the names of seven births of Tirthankara 
Neminatha & Rajimati as compared to those in Neminathacaritra of Maladhari Acdrya 
Sti Hemcandrasiiri which are as follows: 


Dhana dhanava 1 Sohamme 2 cittagat kheyaro ya rayanavai 3 i 
Mahinde 4 apardjia piimai 5 Grane tatto 6-7: 

sankho jasamat bhajja 7 tatto apardjie vimanammi 8 

Nemt Raimai vi ya 9 navamabhave do vi vanddmi.-8 ‘ 

= (Bhavabhavanderlti_ patra 8) 

Plate D " 

Fig. No. 4: First Birth: Dhana & Dhanavati. Second Birth : Saudharma heaven 

which represents deva-vimana. In the Third birth paronts of Tirthankara Nemin&tha 


are King Sirteja and Queen Mitrapati. The name of the queen is found different in 
Maladhari Acarya’s biographical account. It is Vidyunmati. 


Plate E ; 

Fig. 5: In the third birth, the names were, Citragati and Vijavega (Vidyutvega). 

The latter name is changed to Ratnavati. In the fourth birth, Mahendra heaven being 
celestial (deva-vimdna) is shown, Fifth birth was as Nrpa (Aparajita) and Pritimati 


Plate F 


My Fig. 6: Depicts the sixth as a god, in Arana heaven. The seventh birth as Sankt 
araja and Yasomati, and the eighth as Aparajita heaven. , Ps 








Fig. 25 faa 34 
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Plate G 


Fig. 7: Shows Neminatha taking form in the embryo of his mother and seeing 
of fourteen lucky dreams. It shows four lucky dreams (1 an elephant, 2 a bull 3a lion 
and 4 Goddess Sri). 

Plate H 


Fig. 8: Shows remaining lucky dreams and the birth of Neminatha. 


Plate I 


Fig. 9: Shows Harinaigamesin taking the Lord to Mount Meru for bath. Later 
taking his position in a chariot, Lord Neminatha rides a marriage procession. Sight of 
animals and preperation of marriage ceremony. Plucking of hair by Lord Neminatha. Indra 
stands nearby with a garment. There is no further depiction of the life of Neminatha, 


The popular belief is that the Lord is taken to Mount Meru for birth rites by 
Indra but this is not correct. In fig. 14 and 32, Harinaigamesin is shown as taking 
Lord Parsva and Lord Mahavira for lustration and bath at birth, Pauamacariyam 
supports this viewpoint : 

Sendnio vi tthe ghettiina jinesaram suravaissa 

Uvanei karayalattham méayabalam thaviya pase-76 + 

Harinegavest vi tao anettu jinesaram niyayageham 


Thaviuna m@uyanke surdlayam so vi sampatto-103 : 
= (Pauamcariyataiyauddese) 


Fig. 10-29: Barring figs 25 and 29, all the figures illustrated the life of Lord Pargva. 


Plate J 
Fig. 10-11: Queen Vamia conceives Pargva and sees fourteen lucky dreams. 


Plate K 
Fig. 12: Exposition of the meaning of dreams. 
Fig. 13: Birth of Lord Parsva. 
Plate L 
Fig. 14: Harinagameisin taking Parsva to Mount Meru for lustration and bath. 
Fig. 15: Birth rites on Mount Meru. 
Plate M 
Fig. 16: Mother's insistence for marriage of Parsva. 
Fig. 17: Marriage of Pargva. 
Plate N 


Fig. 18: Pargva’s return home after marriage. 
Fig. 19: Home life of Pargva. 
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Plate O 
Fig. 20: Parsva's visit to Kamatha on horseback. 
Fig, 21: Kamatha performing five-fire penance and P&rsva rescuing the snake, | 
Plate P iy 
Fig. 22: Pargva giving away his possessions. 
Fig. 23: Pargva in the initiation palanquin. 
Plate Q 

Fig, 24: Plucking of hair and Indra standing nearby with a devadiisya (Garment), 

Fig. 25: Acirya teaching his pupil, who has a long palm-leaf in his hand 
(Pargva preaching). » Se 

‘ Plate R ad 

Fig. 26: Kamatha attacking Parsva with a fearful thunderstorm. r 

Fig. 27: Parsva’s Samavasarna. fae 

i Plate S 

Fig. 28: ParSva's Nirvana. 

Fig. 29: Astamangal. 

Due to the preparation of the half-tone blocks, the majesty and_ originality of 
the colours is lost to some extent. These illustrations on the palm-leaf have retained 
its originality and beauty of the colour inspite of the ravages of time. The manuscript _ 
of Dasavaikalika tiki from which these illustrations have been taken do not state the 
year of its production. However, comparing these illustrations with the quality of palm 
~leaf, mode of writing, alphabet and other details, it can be safely concluded that 
these illustrations were drawn in the early 14th century of Vikrama Samvat. 


Fig. 30-32: This illustrates the incidents of the life of Lord Mahavira. Taking into 
account the composition of the illustrations, they reprasent the art of the 14th century. 
Plate T 
Fig. 30: The fourteen lucky dreams of Mother Trigala and the interpretation 
and meaning of these auspicious dreams by King Siddhartha. 
Plate U 
Fig. 31: Feeling no life, mother Trigala’s fears that embryo had died or fallen; 
and consequent birth of Lord Mahavira. 
Plate V 
Fig. 32: Harinagamesin takes the Lord to Mount Meru for birth ceremon) 


and lustration. 


Fig. 33-35: These are three compartments of a painted wooden cover. 








Fig. 29 fag as 
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trates the flow of the river with lakes and streams on bank and wood nearby. Lotus 
flowers are seen grown in the lake with heavenly damsels and swans playing inside. 
A crocodile is seen with his face wide open in the lake. Giraffe and rhinoceros are 


also shown there. 
Plate W-Y 


Fig. 33: Shows a giraffe in the centre, which would interest the students of 
zoology. Giraffe is an animal normally found in Africa and is of African origin, This 
testifies that in the early times, our people knew this wild animal. It may be due 
either to our contacts with foreign countries or our interests in collection of such animals 
in zoos, or it is likely that this animal was also found in India. Immaterial of the 
reasons, it is certain that our people and artists knew this animal well. Since this animal 
found a place in the wooden painted cover, it is of significant value. The credit for 
discovery of such an array of beautiful painted wooden cover is not mine as number 
of scholars and research students have seen the rich repositories of the Jfiana Bhandars 
of Jaisalmer. There is no doubt that these distinguished scholarly visitors must have 
seen these old illustrated manuscripts and decorative wooden painted covers. How- 
ever, I was singularly fortunate to have a complete review of all rich and valuable 
contents of Bhandars at Jaisalmer. Moreover, this brought me in closer intimate contact 
with the administration of these Bhandars. I was distinctly lucky in this respect. This 
intimate contact resulted in bringing about a spirit of camaderil, which helped me in 
sending some rich masterpieces of art literature outside either for photography or bloc- 
kmaking. Creation of such faith and spirit of cooperation has resulted in bearing fruits 
by way of such publications. The absence of such a healthy atmosphere would have 
resulted in the world of artists and scholars blindfolded to the rich contents of unpara- 
llelled value and importance. 


To Sri Aydanji Bafna, Sri Fattesinghji Mehta, Sri Ramsinghji Mehta and Sri 
Pyarelalji Jindani, the erstwhile-administrators of Sri Jinadattasiri Jaina Gina Bhandara, 
Jaisalmer as well as Sri Harisinghji Kothari, Sri Dhanpatsinghji Shahji and Sri Mithalalji 
Kothari, the administrators of Jina Bhandara of Lokigaccha of , Jaisalmer, goes my 
especial gratitude and heartfelt thanks for their generosity in putting these world fomous 
tich repositories of knowledge entirely in my charge without any hesitance and reservations. 


Muni Punyavijaya © 





2 
PAINTED WOODEN BOOK=COVERS 


In ancient India, wooden panels were used for painting though unfortunately, no 
such relics have survived the ravages of time. In the middle ages, however, painted 
wooden book-covers were used for palm-leaf manuscripts, several of which have suryi- 
ved and are preserved carefully in the Jain Jfiana Bhandars of Gujarat and Rajputana, 
The oldest of such painted wooden book-cover was discovored by the learned scholar, 
Muni Sti Punyavijayaji in the famous Jfiana Bhandar at Jaisalmer (Figs. 1, 2, & 12), 


Plate 1 
During his stay at Jaisalmer, Muni Sri Punyavijayaji found 15 painted wooden 
book covers. The cover measures 27$” in length and 3” in breadth. Fast colours are 
used but some details have unforunately lost its colour and outline. In the compartment 
on the right is an elephant and in the second compartment also is an elephant. In the 
centre is a swan. In the left compartment may be seen a lion while in the second 
compartment is a swan (Fig. 1). 


Plate 2 


A Sanskrit inscription Feigaa oa *taaafteraatom tien Nistha Bhasya Pitjya Sti 
Vijayasinhacaryandm indicates that this book—cover was painted for Sri Vijayasinhacarya 
during the regime of Siddharaj Jaisinhadeva (V.S. 1150-1199). On the right is a lion 
and in the second compartment is.a swan. A swan is in the centre. 

In the left compartment may be seen an elephant and in the second compart 
ment is a swan (Fig. 2). The borders of the panel are decorated with popular Marwari 
leaf design. The reverse side of this panel provides beauitful designs of flowers (Plate 12, 
Fig. 12). 


Sri Vijayasinhacirya, was a well known Ac&rya of the Jain Svetambara faith, — 
‘being contemporary of Sti Hemacandrastiri and Sri Vadi Devasiri. 

Muni Sri Punyavijayaji discovered two more wooden book-covers from the same ; 
Jiiina Bhandar (Figs. 3-8) painted only on one side and measures 30” in length and { 
28” in breadth, 3 


Plate 3 


The subject matter of these painted wooden book-covers gives glimpses of various 
decorations. The most interesting part of the panel is the decoration in the meandet) 
with the interspaces between the loops filled with decorative patterns made from thé 
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lotuses. Beginning from the left, in the first loop facing upward compartment, is a 
tiger, represented for the first time in the western Indian painting; in the second loop 
ja downward, there is a pair of fish, in the third downward loop a lotus flower 
is shown springing from the water (Fig. 3). 
Plate 4 

An elephant is represented in the fourth upward loop; in the fifth downward loop 
a lotus flower is shown springing out from the water; in the sixth upward loop, a tiger, 
in the seventh downward loop a pair of fish (Fig. 4). 
: Plate 5 

Then in the eighth a lotus flower, in the ninth upward loop, a tortoise; in the tenth 
downward loop there is a lotus and in the upward corner a springing flower shown (Fig. 5). 


Plate 6 / 

In the second panel also beginning from the left, in the first downward loop, 
there is a lotus, in the second upward loop is shown a man throwing a ball by his 
raised right hand (Fig. 6). ; 

Plate 7 


Then represented a pair of fish in the third downward loop, in the fourth upward 
loop and fifth downward loop, there is a lotus shown springing from the water, in the 
sixth upward loop, there is shown a red-faced running monkey seeing backward (Fi ig. 7). 


Plate 8 

Then in the seventh downward loop, represented a lotus flower, in the eighth 
upward loop is shown a man throwing an arrow with his raised right hand; in the ninth 
downward loop, there is a tortoise and in the upward corner springing flower is shown. 
From the costumes of Fig. 6 and Fig. 8, I suggest that these both covers may be of 
ninth or tenth century A. D. If my suggestion is trustworthy, these covers are of great 
interest, as they are earliest of their kind and their painting forms a connecting link, as 
they were, between the later paintings at Ellora and full-fledged Western Indian School. 


Plate 9 

The next undated specimen is a wooden book-cover illustrating decorations of 
flowers and animals of a palm-leaf manuscript of the Pravacana Séroddhara of the 
thirteenth century (Fig. 9-10). The cover measures 34$"x3{”. The background of 
the painting is red, the colour scheme being extremely simple consisting of red, green, 
yellow and black. Beginning from the left, in the first loop is a flower, in the second 
loop facing upward is a peacock, in the third loop a flower, in the fourth loop an 
elephant facing downward and in the fifth loop also a flower (Fig. 9). 


Plate 10 
Then represented the jumping red-faced monkey facing downward in the sixth 
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loop, in the seventh loop is a flower, in the eighth loop is an elephant facing down: 
in fhe ninth loop is a flower and in the tenth (last) loop is a swan, facing up 
(Fig. 10), These illustrations seem to have been painted by amateurish talent, 
















Plate 11 


The next undated specimen is a wooden book-cover illustrating decorations of 
flowers, birds, animals and auspicious symbols ob Ravaalcs! manuscript of the thirteenth 
century (Figs. 11, 13). The cover measures 32” by3 The background of the Painting is 
red and the colour scheme is extremely simple and matching consisting of yellow, black, 
en and red. Beginning from the left, in the first loop is a parrot, in the second Toon 
e third loop is a Vardhaména-Samputa (Fig. 11). 


Plate 13 


Then represented in the fourth loop is a flower, in the fifth loop is an elephant 
and in the sixth loop is a Si#hdsana (Fig. 13). These paintings also seem painted by an 
amateurish artist. . 


gre 
is a jumping deer and in th 


Plate 14 


The next undated example is a wooden book-cover illustrating panels of swans 
of a palm-leaf manuscript of the thirteenth century (Figs. 14, 15). The cover measures 
211” by 3”. The background of the painting is black and the colour scheme is extre- 
mely simple consisting of red, yellow and white. Beginning from the left, five swans 
are seen standing in a line facing to the’ right side (Fig. 14). " 


Plate 15 


Five swans are represented standing in a line facing to the left side (Fig. 15), 
These paintings seem to have been painted by a skillful artist. : 
Plate 16 f 

The next undated example is a wooden book-cover illustrating decorations of a 

bird, animal and eight auspicious symbols of a palm-leaf manuscript of the thirteenth 
century (Figs. 16-18). The cover measures 35}” x 3}”, The background of the painting - 
is red and the colour scheme is extremely simple consisting of green, black, yellow and 
red. Beginning from the left, in fhe first compartment is a swan, in the second an 
elephant, in the third (a darpana) a mirror, in the fourth picture of sinhdsana (Fig. 16), 


Plate 17 
° In the fifth, a Vardhamana-Samputa, in the sixth, a piirmakalasa (full vase), in the 
seventh, matsyayugala (a pair of fish) and, in the eighth is a Srivatsa (Fig. 17). fe 
Plate 18 . 


In the ninth, a swastika, in the tenth, nandydvarta, in the eleventh an elephant 
and in the twelfth (last) a swan (Fig. 18). These paintings seem to have been’ drawn 
by a dexterous artist. 
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Painted Wooden Book-Covets 
Plate 19 

The next undated examples are of two wooden book-covers illustrating the 

figures of twenty four Jinas with their mothers in a palm-leaf manuscript of Sri “Bhagav- 


alisitra” of the fourteenth century (Fig. 19). The cover measures 31}” x 3}’. Most of 
the figures are worn out. From the figures available, one panel depicts five Jinas with 


their mothers represented here. 





On the left side upper portion, the description reads “Sumatindtha Kosambinagari 
Padmaprahha...nagari SuparSvanatha...puranagara,,.devi Candraprabha Kayandinagart 
Ramadevt Suvidhindtha”’. 


This indicates that these figures represent Tirthankaras from five to ninth with 

their mothers. The artist has represented all the five Tirthankaras in their own 

colours; i. e. the fifth Tirthankara Sumatinatha’s body as golden, sixth Tirthankara 

Padmaprabha’s body as red, seventh Tirthankara Suparsvanatha's body as golden, and 

eighth Tirthankara Candraprabha and ninth Tirthankara Suvidhinatha’s body white as 

_ shown in Jain Scriptures. The golden colour is represented for all the mothers of all 
the five Tirthankaras. 
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‘An undated paper manuscript of Kalpasiitra and Kalakakatha of the 
fifteenth century is in the famous Jiina Bhandara of Jaisalmer. The number of this 
Mss. is 425. It measures 12” 3”. There are 33 beautiful miniature paintings of Kal 
siitra and 12 of Kalakakatha, Almost all the paintings are published for the firs 
for the interest and knowledge of Indian art lovers, and they are represented here as 
Nos. 20 to 57, 60, 65, 70, 75, 78, 83 and 86. Fifteen paintings are represented 
original colours to present an idea of the representative colour scheme. : 


Plate 20 


Fig. 20 Rsabhadatia and Devananda Fol. 2 size 23’' x 3’’. When Mahavira 
ended from Puspottara heaven in the womb of Devananda, she saw fourteen bl 
dreams representing all forms of prosperity and good luck in a semi-conscious stag 
This awakened her and her joy was boundless. She experienced a wonderful stage of 
blissful mind, love in her heart and unique satisfaction of mind. Devananda gave a 
graphic description of all fourteen dreams. Rsbhadatta expounded the mysteries of her drea- 
ms, which signified the birth of a son who would either a world emperor or saviour. 


Brahmana Rsbhadatta is seen seated at the left onthe seat of honour 
beautiful canopy above him, and a handkerchief in his right hand. Devananda fac 
him, seated on Bhadrdsana (seat of honour) mentioned in KS text. The dress of the 
couple represents beautiful pafold design. : ep 


Plate 21 
Fig. 21 Mahavira Fol. 1 size 23” x 3”, 


Before descending to the earth for his final existance in the samsd@ra, Mahavira 
dwelt in the Puspottara heaven for 20 Sagaropamas. He descended on the sixth day 
of the first half of month Asadha, in the middle of the night, to take the form of an 
embryo in the womb, of the Brahmani Devananda in the town of Kundagrama. 


On a pedestal is seated Mahavira, dressed barely in loincloth, but crowned 
fully ornamented. He is in the cross-legged padmdsana-posture, the hands lying 
upon the other with palm upward. Above the head of Mahavira is an honorific pa 
with two elephants with their trunks raised in the conventional posture of sprit 
water. On a level with Mahavira’s head, in small architectural units, are seated 
heavenly musicians (Gandharva), dressed in dhol (lower garment) and scarf, p 
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under pointed arches, stand two fly-wisk bearers, In the bottom corners 


. Nearby, : ; 
in her attendants with raised hands. In the twoupper extreme corners 


are seated two ot 
are two swans. 


» 


Fig. 22. Fourteen dreams. Fol. 3 Size 2?’ x 3’, On the night when Mahivira 
descended from the heaven as an embryo in the womb of the Brahmani Deyana- 
pdf, she saw fourteen auspicious dreams : (1) an elephant, (2) a bull, (3) a lion, (4) 
ering of the goddess Sri, (5) a garland, (6) the moon, (7) the sun, (8) a banner, 
(6) a jar (Pirnakalasa), (10) a lotus lake, (11) an ocean of milk, (12) a celestial mansion, 


(13) a heap of jewels and (14) a brilliant smokeless fire. 


In the KS. text, the dreams are described in details (See Pavitrakalpasitira p, 
15-21). Omitting most of the detail, we find (1) on a red background in the first dream 
was the beautiful elephant possessing all the auspicious marks, tall and white in colour, 
with four tusks almost alike the elephant of Indra, The elephant is considered to be 
very auspicious and symbolic of monarchy. (2) The second dream was a well-built 
healthy bull whiter than the petals of lotus, with a charming symmetrical hump, Its 
beautiful horns are found greased at the tips. (3) The third dream was a sportive lion, 
whiter than pearls, beautiful in every respect, with flapping tail, strong and sharp teeth 
with beautiful tongue protruding from its mouth like a shoot of beauty (not shown in 
the painting). (4) The forth dream was the goddess Sri. The goddess is seated on a 
lotus facing straight-forward. She is four-armed, and in the upper two hands, holds 
the two lotuses mentioned in the KS. text. The elephants are not seen. Besides being 
well ornamented, she is dressed in bodice and lower garments and on her forehead 
carries the usual auspicious tilaka. (5) The fifth dream was the garland. The text desc- 
tibes different varieties of flowers which make a garland. In the painting, the garland 
hangs low. (6) The sixth dream was the full moon. (7) The seventh dream was the 
rising sun which signifies adventure and dispels darkness. (8) The eighth dream was a Won- 
derous and beautiful flag fastened to a golden staff with the design of a lion at the top. 
The flag denotes victory. In the painting the lion is not shown. (9) The ninth dream 
Was a water-filled vase of gold. (10) The tenth dream was a lake full of various 
coloured lotuses and acquatic birds, Lake is an emblem of purity. In the painting only 
water is shown, (11) The eleventh dream was the ocean of milk. (12) The twelfth 
dream Was celestial mansion with garlands hanging on 1008 columns decorated with 
Pictures of beautiful sculptures, sweet musical tunes and lyrics enchant the whole scented 
atmosphere. (13) The thirteenth dream was a heap of splendid jewels, which bedeck 
the sky, (14) The fourteenth dream was a smokeless crackling fire with flame in ince- 
aut motion. Fire without smoke signifies purity. 

Plate 22 

Fig. 23: Sakra on throne with court, Fol. 3 size 3x 3”. At the time when Maha- 

Vita took the form of an embryo in the womb of the Brahmani Devananda, the god 
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Sakra, the chief of the the 64 Jain Indras, was seated on his sinhdsang (throne), in 
the celestial Saudharmavatamsaka, enjoying the pleasures of his divinity, namely, story 
-telling, dramatic performances, singing and instrumental music of lute (vind) and drums 


Sakra is seated on his canopied throne, bearing in two of his four hands the 
thunderbolt, and an elephant-goad. His scarf is of elaborate pattern. There are seven 
figures in two panels. The arrangement in panels does not denote that those in the 
upper occupy a higher position in the room than those in the lower; it results merely 
as a consequence of the convention that one figure in the drawing must not be set 
before another, and is an accompaniement of the Indian convention of vertical persp. 
ective. In the top panel there is an Indrani (agramahisi) and two gods listening to 
Sakra’s command. In the lower panel are’ four gods, seated on low cushions attentively 
hearing Sakra’s orders. 


Fig. 24; Harinagamesin removes the embryo from Devananda’s womb. Fol, 16, 
Size 3}”x 3”. Harinagamesin miraculosly went to the continent of Jambu-dvipa, to 
Bhiratavarsa (India), to the village of \Kundagrama, and bowed to Mahévira, cast 
Devananda and her attendants into a déép’ ‘sleep, and saying, “May the venerable one 
permit me, took out the embryo from Devananda’s womb.” 

y hh 

Devananda is lying on her well-furnished bed, half-asleep and half-awake, 
giving support on a pillow. Her left foot is drawn to the right. She is bedecked with 
jewels and nice clothes, hair tastefully parted. At the right, deer-faced Harinagamesin 
is seen holding the embryo in both hands. Overhead is an elaborate canopy, and above 
is shown the top of the house, which has 3 peaks. In the centre, there is a streaming 
banner. Below the bed are two objects, a sacrificial alter with burning butter-balls 
and a water jar. 


. Plate 23 

Fig. 25: Sabra reverences Mahdvira’s embryo. Fol. 9. size 3" x 3”. Sakra, by the 
power of his Avadhi, (clairvoyance) knowledge, saw that Mahavira had descended to” 
the earth in the womb of Devananda. He rose from his throne. After taking out his 
bejewelled footwear, he cast his seam-less robe on left shoulder as a gesture of worship, 
advanced seven-eight steps towards the Tirthankara, bent his left knee and rested 
upon the right, he knelt and touched the ground with his head three times. Joining bis 
palms (anjali), he raised them above his head, and after addressing all the holy beings, 
spoke eviogestically (Sakrastava) to Mahavira. 


On the right is seen Sakra kneeling with folded hands in reverene, and behind 
him is his beautiful throne from which he has stepped down. Above him is an elaborate 
canopy. The wall painting inside the spire is clearly shown. The contrast is nicely 
Tepresented by the use of golden colour. The presentation of Indra has been done w 
great ingenuity. * 
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Plate 24 


Fig. 26: Mahdavira’s lustration and bath at birth. Fol, 41. Size 3x3’. On the 
night when Mahavira was born, there was divine lustre caused by the descending and 
ascending of gods, Wealth was poured on the palace of Siddhartha by the servants of 
Kubera, and the gods celebrated the festival of the birth ef the Tirthankara (titthayara 
~jimmanva-abhiseya-mahimde-kayae). Hemacandra elaborates the account. The 56 dikku- 
maris acted as midwives. Then Sakra came, threw the queen into a deep slumber 
with a sleeping charm, laid a false Mahavira by her side, and made himself five fold 
(see Plate V, fig. No. 32). With one self, he held the child in his arms, with second self 
he held a parasol over the child, with a third and fourth forms, he stood beside it 
waving fly-whisks, and with the fifth, bearing the thunderbolt, he danced before the 
child. Then the whole gathering went to Mount Meru for ceremony. The 63 other Indras 
came to bathe the child. The master playfully pushed the tip of Mount Mera with his 
left great toe, and all the peaks of mountain bent down before him, to the amazement 
of the gods. Then the Indras anointed him with scented substances. 


In this painting. Mahavira sits on Sakra’s lap. Beside him are two Indras, holding 
pitchers of water. Above are two bulls apparently two of four crystal bulls created by 
Sakra to stand in the four directions. The peaks of Mount Meru appear at the bottom 
of the scene. 


Fig. 27: Siddhartha celebrating Mahévira’s birth festival. Fol. 42. Size 3” x3”. 
At day-break, King Siddhartha proclaimed the city warders to announce a festival of 
great rejoicing, setting free the prisoners, decorating the city, organizing sports and 
entertainments. The King and his seraglio celebrated the ten days festival decreed 
in honour of the birth of an heir to the kingdom. 


In the painting in the upper register at the left sits Siddhartha, along with four 
members of his family in two rows enjoying the festival. In the lower register are two 
male drummers, a female dancer, a male trumpeter and a male lute-player celebrating 
the auspicious birth festival. 


Plate 25 
Fig. 23: The Laukdntika gods come to Mahavira. Fol. 46. Size 3" x 3”’ Two scenes 
in one: (a) The Laukdntika gods arrives before Mahavira for fulfilment of his mission; 
(b) Mahavira renounced wordly possessions. 


When the time came for Mahavira to renounce the world, the Laukintika gods 
approached him to fulfil his great mission. 


HW Wie 
_ __ In the upper portion sits Mahavira on a throne with the Laukantika gods facing 
him in obeisance and worship, saying, “Arhat, propagate the religion which #8) based 
on well-being of all creatures in the world !” ; ‘ 
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Befor: a 
possessions and gave away gifts ai 


In the lower portion sits Mahavira on a throne making gifts to a gray-bearded 
The poor man has an object in his hand, obviously a gift 


nd presents to the poor for one year. 


man and two young men. 
or giving alms. 

Fig. 29: Mahdvira's Samavasarana, Fol. 52. Size. 3"'x 3”. For the Proper ame 
rstanding of the set up in the scene, it is necessary to know what Samavasarana ig, 
This is a walled enclosure prepared by Indra or minor gods, intended for a religious 
discourse by a Jina, immediately after he becomes Kevalin. The following description 
of a Samavasarana is taken from Samavasarana Stavana. 


“Wherever the Jinas exhibit the condition of Kevalin, in which all substances 
manifest themselves, the Princes of the AIR (Vayu-kumiaras) cleanse the earth for one 
Yojana all round. The Cloud princes (Megha-Kumaras) sprinkle fragrant water, the 
gods of the Seasons spread heaps of flowers, and the Va@na-Vyantaras make the sur- 
face of the earth Variegated with ruby, gold and gems. There are three ramparts; the 
innermost, intermediate, and outermost. (The first) is constructed of gems, with the 
battlement of rubies by the Vaimantkas; (the second) of gold, with the battlements of 
gems constructed by Jyotiskas; (and the third) of silver, with the battlements of gold, 
by Bhavanapatis. In a round Samavasarana the ramparts are 33 dhanus and 33 angulas 
wide, 500 dhanus high, and 1 kosa 600 dhanus (counting both sides) distant from each 
other. Each rampart has four gates made of gems. In the centre is a gem-studded 
pedestal, with four doors, three steps, and as highas the figure of the Jina, 200, dhanus 
broad and long, two and a half koSas high from the ground level. (In the centre of 
the dias stands) the Agoka tree, twelve times as high as the body of the Jina, and 
exceeding a Yojana in breadth. Then (underneath) is (a pedestal) called devacchamda 
(and on it are) four lion-thrones accompanied by (four) footstools. The four lion-thrones 
are occupied by the Jina himself in the East, and on the other sides by three reflec: 
tions of the Jina, produced by the Vapa-Vyantaras. At every gate the Vana-Vyantaras 
put up flags, parasols, makaras...garlands, pitchers; a triple arch (torana), and incense- 
vases. Having entered from the East and from the left to right having saluted the 
congregation (tirtha), the Lord discourses on the Law. (The congregation consists of 
gods, men and animals.) There are two step-wells in each corner when it is square, 
and one (at each gateway) when the Samavasarana is round.” 


In the painting Mahavira sits within the round Samavasarana. He is not ina 
priestly garb, but is in the ornamented array common to a perfected being (Siddha). 
Plate 26 

Fig, 30: “Sakra Commands Harinaigamesin.” Fol. 12. Size 3”x3". Salta, 


reflecting that at all periods Tirthankaras were born only in royal families (Ks fe 3 


and never in the priestly caste (Brahmatta), decides that he must have. the ae 
; it 


e adopting the austere religious life, Mahavira renounced all his worldly 
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Beautiful Painting Of Kalpasutra & Kalakakatha Ths 
the womb of Brahmani Devananda transferred to the womb of Ksatriyani Trisala, wife 
of the King Siddhartha of the Ksatriya Gotra. He summons Harinaigamesin, comma- 
nder of his infantry, and instructs him to make the exchange of embryos and report 
the execution of the command. Harinaigamesin indicates obedience. 


At the left is Sakra seated on his throne. Facing him, at the right, is Harina- 
igamesin, with hands in a reverential gesture. 
Harinaigamesin is represented in the painting as a human being as in this 


illustration or with a human body and the head of the horse. 


Naigamesa, the short form of the name Harinaigamesin, is the name of a Yaksa 
known from the time of the Atharva Veda, where he is represented as a ram-headed 
creature-elsewhere with a horse’s head. The name Naigamesa should be linked with 
the name of Naigameya, applied to the war god Skanda. So, too, the vehicle of Hari- 
naigamesin is the peacock (Br. 2. Fig. 15), which is also that of Skanda. In various 
ways, similarities are found in Harinaigamesin and Cagamukh, Agnimukh, Sanatkumara 
(Skanda, Chand up. VII. 26.2), Susena (Rim IV. 22.42. VII. 2), Manibhadra, the Buddha 
a Saikusumita, Pradyumna, and Pancasikha. Harinaigamesin is a composite figure, the 
son of great deity, who becomes the leader of the army of a god or of the gods, and 
js also associated with the procreation of children and the use of herbs. In our story 
he is a dual functionary as a general and deity of procreation. 


For the literature Harinaigamesin, See: Winternitz, M., Journ. Roy, Asiatic Soc. 
pp. 149 ff, 1895; Hopkins, E. W., Epic Mythology, pp. 119, 228 ff. Keith, A. B., Reli- 
gion and Philosophy of the Veda, p. 242, Mukhopadhyaya, Indian Hist. Quart, Vol. 7, 
pp. 309-318; Epigraphia Indica II. 314 ff; Barnett, L. D., The Antagadadasio, p. 67; 
Smith, V. A., The Jain Stupa of Mathura, plate XVII, Lalou, L’icongraphie des etoffes 
peintes (pata) dans le Mafijusrimiilakalpa, pp. 66-70; Coomaraswamy, A. K., Yaksas, pt. 
I, pp. 10, 12; Sh. p. 21. Four very early sculptural representations of Harinaigamesin 
and a female counterpart, from Kusana times, are reproduced in Sh. pl. XXVI (The 
exchange episode in our story recalls the legends of Krisna.) 


Plate 27 


Fig. 31: Mahavira as a Siddha. Fol. 54. Size 3” 3”, On death, a liberated 
soul goes to the Siddhasila, or Isatpragbhara, which is at the top of the universe. This 
tesembles an inverted white parasol, being made of pure white gold 4,500,000 yojanas 
long and as many wide, eight Yojanas thick at the middle but tapering off till at the 
edges it is thinner than a fly’s wing. All varieties of Siddhas (perfected beings) go there 
after death; of these the Tirthankaras are the foremost. There the released souls dwell 
in omnipotence and omniscience, perfectly blissful. 
throne, hands in lap, one 


Mahavira, fully ornamented as in figure 21, sits ona ; 
d of floral ornament which 


above the other, palms upwards. Over his head is a peculiar kin 
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looks like part of the headdress, but in origin seems to have been free from it, Above is a 
parasol. A lion, the congnizance of Mahivira, is in the centre of throne pedestal, Below 
Mahavira is the thin crescent representing the Isatpragbhara. Both the sides of Maha- 
vira are a chauri-bearer. 


Fig. 32: Indrabhiiti Gautama’s Omniscience. Fol. 55. Size 3” x 3". On the night 
when Mahavira died, his eldest disciple, Indrabhiiti of the Gautama Gotra (family), by 
realizing that affection was out of place, even when directed towards his master, finally 
over-came all the bonds and won perfect knowledge (kevalajiiana). 


The miniature shows Inbrabhiiti framed like a temple image in its niche, He jg 
dressed in the robes of a Svetimbara Monk. His right shoulder is bare, but over it ig 
a narrow white piece of mouth-cloth (smwhapatti), Under the right arm is his broom 
(Rajoharana). The left hand rests upon his lap, the right is raised ina teaching gesture 
(pravacanamudra). He sits upon a lotus of gold. Over his head is an elaborate canopy, 
On the right is a standing monk probably his pupil. On the left are seated two nuns, 
Below the monks, are seated two Jaymen and below the nuns are two laywomen, all 
are in worshipping attitude. 


Plate 28 
Fig. 33: Mahavira as a Siddha. Fol. 60. Size 3” x 3’. The treatment is essent- 
ially the same as that in fig. 31. The Siddhasilé is represented in the shape of a crescent 
flanked with a tree on either side. The fine treatment of the trees reminds one of 
similar trees in sidi sayyid’s mosque at Ahmedabad. The background is red and the 
Siddhasila is white. 


Fig. 34: Parsva in the initiation Palanquin. Fol. 62. Size 3” x 2’. On the eleventh 
-day of the dark fortnight of the month Posa (Gujarati Magsar), Parsva, in the palan- 
quin Visala which had been prepared by Sakra, accomanied by vast throng of gods 
and men, amidst their praises, went through the streets of the City Varanasi, toa park 
outside the city and had the palanquin stop under an Agoka tree, where he dismounted. 


In the elaborate palanquin, which resembles the porch of a temple, and is like 
a heavenly palace (Vimdna) sits Pargva, fully dressed and ornamented. Below are men 
carrying it. On each side of ParSva is a female fly-whisk bearer. Above in right corner 
a trumpeter and a conch-blower. Also two drumers are represented. The Parsva's 
colour is green. 


Plate 29 
Fig. 35: Harinaigamesin brings the embryo to Queen Trisala. Fol. 17. Size 343”. 
Harinaigamesin, carrying the embryo, went from the part of Kundagrama where the 
Brahmans dwelt to the part where the Ksatriyas dwelt, to the home of King Siddhartha 
and Queen Trigala. Lie 
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On the night when the embryo was transferred, the Ksatriyint Trisala was in 
deep sleep in her beautifully ornamented room, lying upon a highly decorated couch and 
at that time she saw the auspicious delightful fourteen dreams, 


Bringing the embryo of Mahivira to the home of King Siddhartha and Queen 
‘Trisala, Harinaigamesin cast the queen and her retinue into a deep sleep, and then 
placed the embryo that had been in the womb of Brahmani Devananda in the womb 
"of the Ksatriyani Trisala, and the embryo that had been in the womb of Trigala, 
he put in the womb of Devananda. 


The scene is similer to that of fig. 24. The top part of the house is also much 
like the figure 24. 
Plate 30 
Fig. 36: ParSva as a Siddha. Fol. 66. Size 3” x3’. On the eighth day of the 


light fortnight of the month Sravana, Paréva, at the age of 100 after fasting a month 
without drinking water, on the summit of mount Sammeta left this world. 


The painting is essentially like that of Mahavira as a Siddha (Fig. 31), but 
Paréva is surmounted by the seven heads of Dharana, and on his pedestal is a 
serpent cognizance. 


Fig. 37: Nemi’s Birth. Fol. 67. Size 3”x 3”. On the fifth day of the light fort- 
night of the month Sravana in the town of Sauripura, Queen Siva, wife of King 
Samudravijaya gave birth to Aristanemi. He received his name, according to Devendra, 
because at the time of conception his mother saw the rim of a wagon wheel (nemi) 
consisting of rista jewels. 


Queen Siva is represented lying on a golden couch furnished with a flower, 
bed sheet and cushion. The babe Nemi is supported on her right arm. Her Sari is 
decorated with a geese pattern (hamsavastra) a scarf covering her coiffure is wrapped 
round her waist and she wears ornaments. Two maids are in attendence. The usual 
types of vessels are seen beneeth the couch. 


Plate 31 
Fig. 38: Nemi’s Samavasarana. Fol. 71. Size 3” x 3”. After 54 days of austerity, 
on the fifteenth day of the dark fortnight of the month Agvina (Gujarati Bhadrapada) 
under a Vatasa tree, on the summit of mount Girnar in Saurastra, Aristanemi, after 
the eight-meal fast without drinking water obtained the Kevala (Supreme) knowledge 
and preached in his Samavasarata which the gods erected. 


The treatment is essentially like that of figure 29. 


Fig. 39: Six of Mahavira’s Eleven Ganadharas. Mahavira had eleven chief disci- 
_ Ples (ganadharas) who founded nine (gata) schools the discripency between the numbers 


Le 





18] The Oldest Rajasthani Paintings From Jain Bhandars 


eleven and nine is explained by the fact that in two of the disciples combined to 
found a single school. The text gives the names of the eleven as; Indrabhiti the eldest 
of the brothers; Agnibhiti, the middle most of the brothers; Vayubhiti, the youngest 
of the brothers; the others were Arya Vyakata, Arya Sudharman, Manditaputra, Maur. 
yaputra, Akampita, Acalalbhratr, Metarya and Prabhasa. Of this all but except 
Indrabhiti and Sudharman died before Mahavira, When Mahavira died Indrabhiti became 
head of the order but lived only a month and Sudharman followed him was head, All 
the spiritual descendants of Mahavira to-day come through the line of Sudharman, and 
the text (Sthavirdvali) gives the line of pontiffs from Sudharman on. There are of 
course, variant lines. The line of pontiffs (sthaviras) is carried in the text down to 
Devarddhi, who according to tradition, presided at the great council of Valabhi 980 
or 993 years after Mahivira’s death. 


The painting shows the six Ganadharas as of equal size. They are arranged in 
two rows, each contains three, All the Ganadharas are seated with the right hand 
in the gesture of exposition (pravacanamudra) with (muhapatti) mouth-cloth, Each has 
his broom under his arm, and the right shoulder is bare. All are seated on lion-throne 
(simhasana). 3 

Plate 32 

Fig. 40: Trisala and the fourteen lucky dreams. Fol. 20. Size 3” x3”. On the 
night when the embryo was transferred, the Ksatriyani Trisala was sleeping fitfully 
in her beautifully ornamented room, lying upon a highly decorated couch, and at the 
time she saw the fourteen Iucky dreams, namely (1) an elephant (2) a bull (3) a lion (4) 
the anointing of the goddess Sri (5) a garland (6) the moon (7) the sun (8) a banner 
(9) a full jar (10) a lotus lake (11) an ocean (12) a celestial mansion (13) a heap of 
jewels (14) and a brilliant smokeless fire. 


At the bottom of the scene lies Trigald on. a couch dressed in bodice (coll), 
lower garment (sari) and scarf (dupafta), rests upon a bed with flowers coverlet (caddar), 
half sitting up with the support of a bloster, left leg crossed over the right. She is fully 
ornamented and wears a diadem on her hair. Beneath it are four objects. The oneat 
the left is an incense-burner, another is a foot-stool (fddapitha), third is a water-jar 
and the fourth is a basket. 


Above Trigala, the fourteen dreams appear in three rows, reading from top to 
bottom and from left to right not in the order of the KS text. Although the text spec- 
ifically states the fourth dream is the anointing (abhiseya) of Sri, the elephants that 
usually appear in the composition sprinkling her with water are not represented and the 
omission is common in the KS Illustrations, 


Plate 33 
Fig. 41: Five Ganadharas of Mahavira, Fol. 83. Size 23” x 3”. In this and its 





=: ) eS Pe A i ee Pk ee ee a 





13 A painted wooden book-cover 
a3 afes srevfesr 





14 A painted wooden book- cover 


we afaa areufear 


tI 








15 A painted wooden book-cover 


a, afaa srecfrar 


cl 


16 





16 A painted wooden book-cover 
tq afaa areca 
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panied by two other monks. This painting shows two tiers, three Ganadharas seated 
jn the upper tier, and two in the lower. Beside two Ganadharas seated in the lower 
stand, on either side, a monk, possibly their pupils. 


Fig. 42: Mahavira preaching. Fol. 92, Size 3}’'x 3”. At the end of the Samacari 
it is stated that the Vanerable Ascetic Mahavira delivered this discourse, called the 
Paryusanakalpa, in the town of Rajagrha, in the Gunasila Caitya, in the midst of monks, 
nuns, laymen, laywomen, gods and goddesses. 


In the upper row our painting depicts Mahavira seated on a spired throne lect- 
uring, mouth-cloth (Muhapatti) in hand. On a lower seat before him is a monk and 
four laymen receiving the instructions; out of four laymen, three are seated at the top 
in right corner and fourth is behind a monk, In the lower row from left to right are 
seated two nuns and four laywomen facing them. 


Plate 34 


Fig. 43: Mahdavira’s Samavasarana. Fol. 110. Size 3”x3". The treatment is 
essentially the same as that in figure 29. 


Fig. 44: The celestial palace. Fol. 111. Size 33” x 3”, In our painting a god and god- 
dess are seated in celestial Palace (Devavimdna). This painting is unique in many respects. 


Plate 35 
Fig. 45: Siddhartha and Trifala. Fol. 37. Size 34” 3”. On waking from the 
fourteen dreams, Trigala with stately gait like that of the royal swan (raja hamsa), 
went to the couch of the Ksatriya Siddhartha, and addressed him. With the permission 
of Siddhartha, Trigala sat down upon the throne of honour and related to him the 
fourteen dreams. He assured her that the dreams presaged the birth of a son, who 
| would become a mighty monarch-in Jainism, the dreams indicate the child just conceived 


will 'be'either a world-emperor or a Saviour. 










King Siddhartha sits at the left on his throne. An elaborated canopy hanging 

ul Peewee! them. In the left hand of Siddhartha is a flower and in his right hand his 
sword, this being the customary pose in this art of a King occupying the throne. Trisala 
faces him, seated on, the bhadrasana mentioned in the KS Text. A female chauri-bearer 
is standing behind the throne of King Siddhartha. 


The rich silk printed garments put on by both reflect varied details and provide 
to the posterity the progress in printing of fabrics and drapery in the early 15th cen- 
tury. The representation of Gujarati pafol@ a patternised silk textile is found here. 


Plate 36 


Fig. 46: King Vairisimha and Queen Surasundari. Fol. 112. Size 32" 3. Under 
a canopy sits king Vairisimha on a spired throne, dressed in a lower garment (dhol) pe 
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and a scarf. In his right hand is a sword which is the regular attribute in Western 
Indian miniature painting of a king in ceremonial dress. Before him sits Queen Suras- 


undari on a cushion, wearing bodice (colt), scarf, and lower garment (sari), The king 
and queen both wear jewellery and an elaborate head-dress. 


Fig. 47 :Kalaka and Sahi. Fol. 119. Size 28” x 21”. The Sahi sits on a lion-throne 
with painted walls, holding his sword in his right hand. Two parasols are over him, 
Kalaka faces him seated on a spired throne and preaches. On the left side are seen 
two Saka soldiers. 


Plate 37 


Fig. 48: King Gardablulla brought captive to Kdlaka. Fol. 125. Size 3x 3”, The 
army of the Sakas enters Ujjain after breaking through the fortress of the city at the 
instance of Aryakdlaka; but in the meantime, the She-Ass Magic walked away after the 
King Gardabhilla is rewarded with urine, excreta and kicks, King Gardabhilla is brought 
captive and his hands are tied reverse at the back. 


Under an elaborate canopy sits Kalaka on a spiréd throne. This is a temple 
spire with platform, open in the front so that figure it covers in honour may be seen, 
and tilted back and reduced in relative size to the figure. Kalaka’s broom (ogho) is in 
the hollow of his right arm, and in his upheld right hand he holds the muhapatt, while 
he preaches to Gardabhilla. The latter stands before Kalaka with his hands bound and 
firmly grasped by a Saka. The dhoti (waist cloth) of the King Gardabhilla who stands 
in the centre, bears a beautiful design. Ornaments and jewels decorate the King.’A Saka 
soldier dressed in a novel blue colour flower designed garment stands behind a Garda- 
bhilla awaiting instructions from Aryakalaka. A well designed parasol is tied to the 
ceiling in the centre. 


Fig, 49: Kalaka and the Sahi. Fol. 127. Size 3” 3”. Ka&lakacirya seeing 
Gardabhilla afflicted in mind said then “You are free on the spot. Go now, you are 
exiled from your land”, 


Other Sahis established as their overlord that Sahi who served Aryakdlaka, 
Because they came from the Saka bank (Western bank of the Indus), they were called 
Saka. Thus arose the line of the Saka Kings. 


The time passed happily for them as they devoted themselves to honouring the 
teaching of the Jinas, and sported like bees about the lotus feet of the Kalakacarya 


In painting, the Sahi sits on a lion-throne with two parasols over him, Kalaka 
faces him, also seated on a bhadritsana (seat of honour) and preaches. Below Kalaka 


are two Sakas, standing with folded hands, who are perhaps the messengers the Sabi 
sent to 95 fellows. 
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Plate 38 


Fig. 50: Sakra in five fold and Mahdvira’s birth. Fol. 39. Size 3}”x3” two 


scenes in one: (a) Sakra in five fold; (2) Mahavira’s birth. 


Story begins from the lower portion. It was in the summer season in the first 
month, in the second demi-lunation, during the bright half of the month Caitra, on the 
thirteenth day, after a gestation of nine months and seven and half days, that the 
Venerable Ascetic Mahavira was born, a faultless child, when the planets were at their 
greatest elongation, and when they were in a fortunate conjuction with the moon, while 
all the regions were in a state of placidity, while there was no darkness, but all lumi- 
nous without any louring redness and nightingales singing songs of triumph and the puri- 
fying winds moving gently along, and circling around the place where lay the Lord Mahavira 
and his mother. The joyous multitude were engaged in celebrating the vernal festival 
and even the earth seemed to share in the delight. It was at midnight, under the 
constellation of Uttara Phalguni, at a lucky conjunction of the moon and planets that 
the event took place. On the night in which the Adorable Ascetic was born, many gods 
and goddesses continued going and coming to and from this world with a divine sple- 
ndour, manifesting, by laughter and other signs, the intensity of their joy. On the night 
in which the Adorable Ascetic Mahavira was born, many divinities, dwellers in the 
world under the command of Kubera rained down showers of precious ores, gold, diam- 
onds, garments, jewells, sweet-smelling leaves of flowers, fruits, seeds, garlands, ambergris, 
sandal-wood, and strings of pearls. The four classes of gods, those who dwell in subte- 
rranean places, those of the aerial regions, those of the starry firmament, and those 
from the highest heavens, all flocked to the abode of the noble Siddhartha to hold 
high festival of the inaugaration of the Tirthankara. 


Trigala is represented lying on a golden couch furnished with the usual type of 
bed, with the usual types of vessels beneath it, the babe Mahavira held in her right 
arm. Her sari is decorated with a flower pattern, a scarf covering her coiffure is wrapped 
round her waist and she wears ornaments. A female chauri-bearer standing behind the 
couch and three, out of 56 dikkwmdris are shown in the right side of the painting. 


In the continuation of the lower portion, we have to see the scene of upper 
portion, Sakra is represented in five fold in the upper portion. With one self he held 
the child in his arms (here instead of Sakra, Harinaigamesin is represented), with a 
second self he held a parasol (chhatra) over the child, with a third and fourth he stood 
beside it waving fly-whisks, and with the fifth, bearing the thunderbolt, he danced 
before the child. Then all went to Mount Meru for the ceremony. 


In the middle of the painting Harinaigamesin (instead of “Sakra””), shown going 
immediately with babe Mahivira held in bis raised arms, with asecond self in left he 
18 waving fly-whisk, with a third self he held a parasol, with a fourth self he 
is waving fly-whisk and with the fifth, bearing the thunderbolt and seeing babe Maba- 
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yira. The lovely dyes of the garments and well-balanced patterns put on by Trigg 
and Sakra in five fold are reflective of the art and fashion of the age. The earrings 
provided a new vogue, Silver colour adds to the lustre of the miniature, whose one 
figure represents a mode and a model symbolic of the prosperity and progress of the 
15th century. 





Plate 39 


Fig. 51: Arya Kdlaka and Balabhanukumar, Fol. 128. Size 3” x 3”. When prince, 
Balabhinu heard the religious discourse of the Kalakdcirya, a state of grace conduciye 
to religion arose in him, hair on all his body stood up in joy, and he said “O master, 
save me, a miserable creature, from the bondage of the samisdr. Terrified am | with 
the dangers of existence! Give me, O master, if I am worthy, that initiation taught 
by the Jinas which is cherished by the noblest men. Do not delay!” 


In the painting, Arya Kalaka seated on a spired throne, his broom (ogho) tucked 
under his right armpit, his mouth-cloth in his right-hand which is held out before him 
while he preaches. Prince Balabhinu stands facing him with his hands ina gesture of 
reverence. A pupil is seen standing behind the throne in service. An elaborated canopy 
is hanging above them. 


Fig. 52: Kalaka and King Satavahana. Fol. 134. Size 3" x 3”. There ruled King 
Satavahana, a devoted lay follower. When he learned that the Kalakcarya was onthe — 
way to Pratisthna he was filled with the joy, like a peacock longing for the coming 
of rain clouds. And in due time Séri arrived there. Then King Satavahana, learning 
that the Kalakac@rya had arrived, came out to him with his retinue, accompnied by the — 
fourfold (caturvidha) Jain congregation and reverenced the Kalaka with the fullness of 
devotion. 


Arya Kalaka seated on a golden throne, mouth-cloth in right hand, preaching 
to the King Satavahana, who sits with hands upheld in a gesture of reverence. Above 
Sitavahana at the right corner, are seated three laymen. With also hands upheld in 
reverence, listening religious lecture giving by Kalaka with the fullness of devotion. An 
elaborated canopy is hanging above them. 


Plate 40 

Fig. 53: King Sdlivahana with his queens. Fol. 135. Size 3” x 3”. Then the King — 

went home and commanded his wives. “You must observe the new-moon fast, and at 

the time of breaking the fast afterwards, you shall serve food to the monks. Therefore 

give the monks alms consisting of food and drink that is ceremonially proper. Forit 
is said in scripture: 


“Alms given to one who is weary from travelling, or to one accomplished ia 
the Scripture or to one who has made the offering of his hair, or to one who is)b 
king a fast is said to be exeedingly fruitful”. 
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ed throne, dressed in lower garment and 
his right hand is a sword; above him is the parasol of royalty. Before him 
his Y i 


Queens on a cushion, wearing bodice, scarf and lower garment. The King 
e i : ; g 
ans all wear jewellery and an elaborate head-dress. Queens listen to the com 


of King Salivahana very carefully. Colour distribution of this painting is very 


| and charming. 


‘King Salivahana sits on a golden spir 


Fe. 54: Amys Kalaka and Sdgaracandrasiri, Fol, 138. Size 3” x 3". The subject 
ad those in Figure 42. In the upper register, our painting 


eatmant are close to 
ing Sagaracandra seated on a spired golden throne lecturing, mouth-cloth in right 


On lower seat before him is a monk (pupil) listening the lecture of his preceptor, a 
cleat is in his both hands. Between them is a sthapanacarya, Behind the pupil an 
sid monk (Kalakacirya) is standing, with his right hand upraised, seems talking with 
: siti. Above them hams pattern canopy is hanging. In the lower register 
left to right are seated two laymen, two nuns and two laywomen with folded 
n reverence, hearing the lecture given by Sagaracandrasiiri. 


Plate 41 

Fig. 55: Mahavira in the initiation Palanguin. Fol. 49. Size 3'’x 3". While the 
V erable Ascetic Mahavira was yet living in the society of men and following the 
religious practise of a house holder, he had obtained in comparable, all manifesting, inde- 
structible intelligence and persception. Therefore, by this incomparable, allmanifesting 
-inlelligence and perception, cleerly seeing that the time of his initiation had arrived, 
bandoned with a derermined resolve all silver, gold, wealth, kingdom, country, army, 
treasury, store-houses, city, private apartments, and seciety; and taking his 
ey, golden ornaments, jewels, precious stones, pearls, conchs, corals, rubies and 
r precious stones, he distributed them in charity, and distributed them among his 


i this happened in the winter season, the first half of the first month, that is 

ter the full moon of Marggirsa, the tenth day, when the shadow was turned 
east, and but one watch of the day remained, on the day called obeyance (Sannati) 
and the hour (Muhifirta) called victory (Vijayenam). He proceeded in the Candraprabha 
Palanquin, accompanied by gods, men and Titans bearing some conchs, some quoits and 
‘golden ploughshares; acted the part of heralds, some raised the weak to see the 


vice Personated bards, some sounded gongs, and all in melodious accents, spoke 


Pop hae Victory, and prosperity ! Victory, Victory to thee! O Lord possessed 

protecto ie, A oes and Perception, conqueror of the un-conquered passions, 
a scetic Religion | O thou, who hast for ever overcome every obstacle, ont 

be who art now united to perfection, bind the two giants (Anger and Malice) 7 


austerities, and like a hero girding up thy loins overcome the eight enemies,... 
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whose power lies in works and performing the purest and chief kind of meditations, 
devoid of passion, like a warrior seize the flag of victory erected in the battlefield of 
the three worlds, and obtain a knowledge cloudless, incomparable, perfect and supreme, 
tise to emancipation, the highest state of bliss, by that most excellent of Toads pointed 
by the Jinas, a road free from all perplexing deviousness and slay all the foes that 
oppose by progress. Victory! Victory to the chief of Ksatriyas, for many days, many 
fortnights, many months, many seasons, many holy years, having vanquished all natural 
evils, and accidental diseases, may he obtain perfect patience and equanimity, subduing 
fear and grief, and performing without obstruction on every required religious act”, 


So saying they again made the air resound with the shout of “Victory | Victory”! 
Thereon the Adorable Ascetic Mahavira, gazed on by a circle of thousands of mouths, 
venerated by a circle of a thousand of hearts, surrounded by a circle of thousands 
whose hearts were won to religion by his conduct, pointed out with admiration by the 
right hand fore-fingers of a circle of thousands of men and women, with a circle of 
thousands of friends and relations taking leave of him, and with the sounds of violins, 
drums, cymbals, tambourines, and other instruments of music, and a chorus of voices, 
shouting “Victory! Victory!” accompanied also with all his wealths, all his glory, all 
his troops, all his chariots, all his attendants, all his magnificence, all his ornaments, 
all his grandeur, all his wealth, all his subjects, all his dancers, all the musicians, all 
the members of the female apartments, in the midst of all these attendents, and while 
all those musical instruments were sounding, he proceeded through the midst of Kund- 
agrama, to the garden out of the city, where the Asoka tree grew; under he alighted 
from the palanquin Candraprbha, and stripped himself of all his garlands, jewels, and 
ornaments, he then performed the fast of abstinence from six-meals without drinking 
water, and having plucks out five locks of his hair, he then, under the constellation 
Uttara Phialguna, at a fortunate conjunction of the moon, assumed the garment of the — 
monks, and all alone, without a companion, and having been shaved, from a househo- 
Ider he became a houseless pilgrim. 


In the upper portion at the left corner, descending from the palanquin, Mahavira 
divested himself of all his fine clothes and ornaments, fasted six—meal fast, put on a 
divine robe and quiet alone, plucks out his hair by five handfuls. Mahavira is dressed 
only in a lower garment. As he plucks out his hair, Sakra catches it. At right, Sakra 
is four-armed and carries vajra as an attribute. He is seated like Mahavira. 


In the lower portion, Mahavira is seen being carried by four men in an elabo- 
rate palanquin, which resembles the porch of a temple, and is like heavenly palace or 
vimitna, ettended by a female chauri-bearer on either side, fully dressed and adorned. 
In front of the palanquin are two trumpeters and below are two drumers. 


Plate 42 eek 
Fig. 56: Kalaka with Sakra disguised. Fol. 145. Size 3x 3”. Once upon atime 
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28 The Laukantika gods come to awaken Mahavira 
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29 Mahavira’s Samavasarana 
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Beantiful Paintings Of Kalpasutra & Kalakakatha [25 


the Sakra, with shining body, wearing long garlands, and strings of pearls, long and 
short, and neclaces of triple strands, his two arms stiff with beautiful armlets and 
bracelets, his check scrached with earrings, his head shining with a crest that had a 
burst of radiance from the most brilliant gems-in short, his whole body bearing ornam- 
ents clothed in spotless garments, in the court of the gods of the Saudharma heaven, 
in the midst of three assemblies, of the seven armies, of the TrayastrimSaka (33) gods, 
the Angabhiraksaka gods, the Sdmanika gods and of the other gods dwelling in the 
Saudharma heaven, namely the Lokapdlas and others, and among the goddesses, Sakra 
was seated on a splendid lion-throne, taking his pleasure in the power attending his 
rulership over the noblest gods, and by means of his mighty clairvoyant knowledge 
he surveyed a half of the world, 

Then he saw the Jina Simandhara seated in the midst of its Samavasarana in 
Pirvavideha, preaching a sermon to the assembly. Quickly then he arose and standing 
right there worshipped the exalted one; then by means of his magic power, as chief 
of the gods, he went to the Lord’s presence. When he had worshipped the Lord, and 
had sat down in his own place and was listening to the Jina’s discourse, the Jina spoke 
on the subject of the Nigoda creatures, 

When the Lord of the gods heard him, his eyes opened wide in the wonder, 
he made an afijali of the hollow of his hands put to his head, while with the deepest 
veneration, he spoke as follows : 


“O Lord, is there at present in the land of India in this degenerate Duhsama 
age, anyone who knows how to give so precise an exposition of Nigodas ?” 


Then the Jine answered, “Lord of the Gods, the stiri Kalaka in India even now 
knows how to expound the Nigoda just as 1 expounded to you.” 


When the Wielder of the Thunderbolt heard this, he came here (India) out of 
curiosity, assumed the appearance of a Brahmana worshipped the sfiriand requested him : 


“Reverend Sir, expound the Nigoda creatures which Jinas have mentioned in 
their doctrine; for I am exceedingly curious”, 


Then the chief of the sages, with a sound deep and sweet like (the rumble of) 
tain-laden clouds, said, “If you have great curiosity, listen attentively, O fortunate 
one; the balls are innumerable; each ball is said to contain innumerable Nigodas; in 
each Nigoda, we must know there are innumerable beings.” 


Under a canopy, on a spired throne, sits Kalaka holding his mouth-cloth in his 
upraised right hand. Before him, stands the bent figure of Sakra disguised as an old 
Brahmana leaning upon a staff and extending his both hands to have his fortune told. 
A pupil stands behind the throne of Kalaka in service. 


Fig. 57: Arya Kalaka with Sakra revealed. Fol. 146. Size 3x 3”, After a deta- 
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iled exposition, by the s#ri along this and similar lines, the Sakra, to test Kal ee 
unsurpassed knowledge, asked him further : = 





“Reverend Sir, on account of the great age I desire to end my life by ao 
tion. Therefore say how much life remains to me, if it is permitted to know” 








Then as the teacher attentively made examination by means of his holy script. 
ural knowledge (Srutajiiina), there appeared days, fortnights, months, years, centuries, 
palyas. Then the s#ri recognizing that the duration of his life was to Ataras, (“Oceans” 
an incredibly high number), by means of his unexcelled knowledge, knew that this was 
the Wielder of the Thunderbolt. 


When the séri said, ‘You are Indra,” at that very instant Purandara took his 
own form, with shaking earrings. 


Under a canopy, which varies in detail from that of the companion piece (fig. 56), 
on a spired throne, Kalaka is seated, holding his mouth-cloth while he addresses Sakra 
who now faces him in full regalia, having his two arms, which are upraised in the reve. 
rence, A pupil is standing behind the throne of Kalaka in service. 
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PAINTINGS OF SUPARSVANATHA CARITRA MANUSCRIPT 


About all the paintings excepting two (1 and 3) of the old paper manuscript 
of Supirsvanahacariyam compiled by Sri Laxmanaganiare included in this publication. 
The illustrations bear Nos. 58, 59, 61-64, 66-69, 71-74, 76, 77, 79-82, 84, 85, 87-95, 
106, 127, 140 and 145. This manuscript is in Tapagachhiya Jain Jiiina Bhandar of 
Sri Hemcandricarya Jiiina Mandir of Patan (N. Gujarat). Paintings bearing Nos. 58, 
68, 69 and 85 seem to have been drawn later in the 18th century while the remain: 
ing have been drawn in Vikram Samvat 1479-80. All paintings have been well pre- 
served. This manuscript of 447 pages bears No. 15069, The size is 11{”x4}". The 
mode of writing is readable and fits well with the paintings. 


The last verse indicating the year of composition is : 


Samvata 1480 Varse Sake 1346 Pravarttamane Jyestha Vadi 10 Sukre Bavka- 
rane, Medapatadese. Devkulvatake. Rajadhirajrandmokalavijayarajye. Srimadbrhadgacche. 
Maddahadiya Bhattirak Sri Haribhadrasiiri parivarbhisan pan. Bhavcandrasya Sisya- 
legen Muni. Hirananden lilikhere. 


Nande»Munau yuge candre 1479 Jyestha Mase Sitetare 
DaSamyam lekhaydmas Subhdya grantha pustakam-1 
Nanda-muni-vaida-candra varse Sri Vikramasya jyesthasite 
Alikhat Suparsvacaritam Hiranando munindrosyant.=2* 


This indicates that this manuscript was written by a Jain monk, Sri Hiranand, 
a pupil of Pandit Bhivacandra, who was pupil of Acirya Sri Haribhadrasiri of Bra- 
hadagaccdntargat Maddahadiya gachha. This happened during the reign of Rana Mokal 
of Devakulpaitak (Modern Delwada near Udaipur) in Medapit Mewar region. According 
to the verse, the date is Friday, jetha vadi, 10, Vikram Samvat, 1479. 


The size of the paintings does not exceed 8}”x4}”. The minimum size is 


32” 42”, Some of the paintings are of 43” x4?" size. The colour composition includes 
nine colours-red, green, yellow, blue, rose, black, white, gold, silver. Though the manu 
script is old and worn out, the colours used in the paintings still attract the attention 
owing to its rich quality and mixture. The order of painting and description is as under: 


# The details provided here are mostly adopted from the paper entitled Sup’rSvanathacariya 


published in ‘Acdrya Sri Vijayavallabhastiri Smaraka Grantha.’ 
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31-1 


38-1 
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42-2 
42-2 
43-2 
43-2 
50-2 
52-2 
60-1 
62-1 
64-2 
68-1 
69-1 


73-1 


75-2 


76-1 


76-2 


Citranka 
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22 
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25 


26 


27 


28 
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F ; Pras' 
Citraparicaya Citreuky 

Sri Supargvajinah. (Rubbed out) 
Sri Sarasvati Devi. 58 
Gurimirti. (Not printed) 
Prathama Bhava Madhyamauvarima griveke bhogya. 59 
Bhadrapada Bahulistami Suminani Pasyati. 61 
Gajaidi Caturdagasuminani 14. 62 


Raja Srisupaittha Rajigre Suminaini Kathayati Ragni 63 
C&ranamuni Supnafalam Vicdrayati Raja Supaittha Sunati 64 


Raja Sri dinam dadanti swapnapathakanam. (Not printed) 
Ragni Puhamidevi prasuta jyestha Ujjvala dvadasi 
Suparsvajanma. 66 
Surgirau Indra Snanam Karoti (Not printed) — 
Sura Snatravelam nana sabdena Vadyatam Kurute. 89: 
Ragni Vasabhavan. 94 
Raja Supaittha putradansana karanarthe Agata. 67 
Siiryadarsana. 68 
Candradarsana. 69 
Srisuparsva panigrahanabharya Soma Sahita. 106 
Raja Srisuparéva siiryamandalam grasitam pasyati 

pratibuddha. 71 
Sahasimbavane diksiam grhanayati jagannatha jyestha 

gudi 13. 72 
Jagannathu parmannam parayati Mahindu paravayati. 

Mahindagrhe suvarnaratnavrsti Deva Mahotsava. 127 
Kevlagiinam Utpannam Siris Viksatale phagu va. 6. 73 
Samosaranu. 74 
Samavasarana. Asoka Caityavrksa Dhanu Ka 2400. 

Soma nama bharya putrasahita vandanagata. 140 
Srisupargvajina Samavasarana viruddha jiva deéana 76 
srunyanti. 

Soma nama patnim diksa diyate paiattinipade stha- 7 


pita. Aneka bhavyajana diksam grhnanti desana 
pratibuddha, 


Srinandavaddhnapuradhipati raja srivijayavarddbana 79 
pratibuddha diks& grhita. 
Srisuparsva desan@m kurute padapadmabhramara raja 80 


danavirati. Samyaktvadi saticdra dvadagavratadi 
vyakhyan. 


Kumudcandra upadhyaya Campakamalam pathavayati. 
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Paintings Of Suparsvanatha Caritra Manuscript 


Patra~ Citranka 


Prstha 
131-1 


332-2 


333-2 


386-1 


387-1 


439-1 


441-1 


29 


30 


31 


32 


33 


34 


35 
36 


37 


Citraparicaya 


Kalikadevi Visa Bhija. Bhimakumaramitra. Kapalika 
ripa. Bhimakumarah <ilim ksipati. Bhimakumara 
ripah. Tatra hasta. Khadgam grhnati. Krsnabhijar- 
tdho akase vrajati Bhimah. Mahisaridhad devi 
rundamalahara. 


Upper-sahakaratale ¢rutagfianinam munim kiri nama- 


skaroti. Lower-Ripumardana Rajigre Sukah (Suki 
samvadam Kurvanti. 

Left side~Ragnascarane smasanabhumikayam vetala 
namanti. Right side-Vetala dhavi vividharapa. 

Left side-~Raja Sabhayamupavistah. Vet&laschhatram 
dharati. Right side-Vetalé nrtyamkurvanti Ekah 
tulahaste nrtyati vrddharipah. 

Left side-Raja sabhayam upavistah. Vikrama Raja. 
Right side-Akasat Khetakakhadgadhari Vetala uttar- 
itah. Vetila yuddham karoti Rajpuruseih. Sardham, 
Left side-Sankhakumarah Vetalam pratidhavitah 
ragfidnam prati vadati padau lagitva. Right side- 
Vetalariipam yudhyamanam. Atra vanamadhye sira- 
yah santi kecit. Drstvah kum&ren bahubhyam 
milapakam kurvanti dvau purusau. 


Vanamadhye ganadharah samagatah dinna ganadharah. 
Left side-Srisuparsvajina sailesidhyanamisritah. Sam- 


metasikharopari. In the middle-Deva mrtaka viman- 
amutpatyanti Tirthankarasya utsava. Right side- 
Srisupirsvajinadevasya deva angasanskiram kurvanti. 
SammetaSailopari. 

Srisupirsvajin Mukti praptah. 
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Prastuta 
Citranka 


82 


84 


85 


87 


88 


145 


90 
91 to 93 


95 


The above details is faithfully reproduced from the original manuscript of 


Supisanahacariyama. It is not entirely in Sanskrit but is in mixed language. However, 
the dominance of sanskrit is discernible. 


description of all paintings. 


A short synopsis of SupasanShacariyama is provided here before giving a detailed 


S 


BRIEF SYNOPSIS OF THE LIFE OF LORD SUPARSVANATHA 


Homage to the Lord Supargvanatha on whose head rests five serpent-headed crown, 


I pray to Saraswatidevi (Goddess of Learning) to help me in my mission 
(See fig, 58), 


Pray the fame and glory of the great scholar and savant Sri Haribhadrasiri 
yemain fresh and everlasting. 







In the two births preceding the birth in which Lord Supargvanitha became 
Tirthankara, there lived a King named Nandisenain a city named Ksemapuri in East 
Videha in Dhatakidvipa. Acdrya Aridamana initiated him into monkhood, when he 
performed severe penances. At the fag end of his life, he took a#asana of one month 
to expiate for the sins he committed and died in Saméddhi and was born as a god in 
one of the heavens of Graiveyakas (See fig. 59). » 


Muni Sri Nandisena was born again on Bhadrapad Vad 8 to Queen Prthvi and 
King Supratisthita in the great city of Varanasi in Bharatvarsa (See fig. 61). 


Queen Prthvi sleeping fitfully saw the fourteen lucky dreams indicating that a 
Tirthankara would be born (See fig. 62). 


At dawn hearing the musical strains of auspicious instruments, the Queen awoke “ 
and performed piiji and offered prayers to the Almighty Lord. Thereafter the Queen 
dressed herself in her best clothes and with a stately gait went to the King and related 
to him the fourteen dreams (See fig. 63). With the permission of the King, the Queen 
went to her stately apartments, , 


The King went to the assembly after hearing the details of the delightful four — 
teen dreams. Caranamuni had also arrived. When the King asked Caranamuni to expound — 
the meaning of these dreams (See fig. 64), he said, ‘O King ! : 


The dreams of an elephant, the bull, the lion, the goddess Sri, the garland, the moon, — 
the sun, the banner, a jar, a lotus lake, an ocean of milk, a celestial mansion, a heap — 
of jewels, a brilliant smokeless fire, presaged the birth of a son who would become 
a mighty monarch or a saint. The child would be the seventh Tirthankara. ‘ 
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43 Mahavira’s Samavasarana 
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pret Synopsis Of The Life Of Lord Suparsvanatha rave 


preters also. The King went to the apartments of Prthvirlini and made her <aware of . 


fall implications of all her dreams. 


On the night of Jetha Suda 12, in Visakha Naksatra, Prthvi Queen gave birth 
to a lustrous son (See fig. 66), 


Knowing of the birth of Supargvanatha by avadhigiiana (clairvoyance), Saudha- 
rmendra came to Varanasi accompanied by other gods. Then all went to mount Meru 
for the ceremony, Saudharmendra took his position on the golden simhdsana (throne) 
with Suparsva..dtha on his lap facing the east. Birthrites started with playing of diffe- 
rent kinds of musical instruments (See fig. 89). After completion of the ceremony, 
Saudharmendra came back to the residence of Queen Prthvi, holding Suparsvanatha 
in his hands. The King and the Queen celebrated the birth of the son with great pomp. 
The King became anxious to see the face of his child and went to the birthplace, 
where the Queen had given birth to the child (See fig. 67). On the third day, the young 
prince saw the sun and the moon (See fig. 68-69). On the sixth, eleventh and twelfth 
days, the celebrations and ceremonies were held. The relatives and the celebrities 
were served with dinners on these days with different delicacies of food. Garments 
and- ornaments were also distributed to mark the auspicious occasion. The announcement 
of the name of Sup&rsvakumar was also made with the consent of his ministers. The 
young prince grew in age and youth as no pains were spared after him. The mental 
and physical development of the prince was also rapid and such that he stared to 
attract the attention of young maidens. 


One day, when the King was holding his Darbar, a representative came from 
the court of Ripumardan of Amaravati. After paying respects. the representative said : 
“O King! Our King Ripumardan and Queen Candravadan4 have a beautiful accom- 
plished young daughter named Soma. She bas attained the age of puberty. One day 
Soma was in the garden with her friends where she heard celestial songs, Hearing 
there the high accomplishments of your son, Supargvakumar, she fainted. This attracted 
the attention of our King and the Queen, After much persuasion, she disclosed the 
reason of her infatuation for the young prince to one of her friends. These news reached 
the ears of the King and the Queen. The young princess, Soma preferred to stay in 
isolation remembering the high accomplishments of Suparsvakumar. Such mental 
state has prompted the King and Queen to approach you with a request to ask for 
the hand of prince for princess. The Minister, Matisagar had directed me to give you us 
full narrative. The princess Soma has accompained me in my mission. I wait your order. 


The representative was well received by the King and he directed his officers 
to make preparations for the nuptial ceremony. Elaborate preparations started every- 
where in the city for happy event. On the auspicious day and Bune Suparsvakumar 
Started for the wedding ceremony riding on an elepant “Jaikunjar accompanied by 
the vast populace and musical instruments. The 


young princess also reached the - 
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sacred place of marriage, . accompanied with her friends and servants, Chanting of 
mantras by learned Brahmans and nuptial songs started the ceremony and the prince 
and the princess were happily married in the midst of great rejoicings (See fig. 106), 

Times winged chariot rolled on happily for the blessed couple, Forseeing his 
end, the King Supratisthita enthroned Suparsvakumar. After some years of the assum. 
ption of the Kingship, the Queen Soma gave birth to a prince, who was named Srigekhar, 


The King Suparsva saw Siiryamandal accidentally in the sky while he was 
once sitting in the tarrace of his palace, All of a sudden, he saw the ghastly scene of 
ugly looking Rahu encircling Siryamandal (See fig. 71). Siiryamandal became free from 
the tantacles of Rdahu on completion of its due period. This occasion reminded the 
King Suparéva of the transitoriness of life. 


While the King Supirgva was in contemplation about the whole incident, the 
@sanas (seats) of Laukantika gods began to experience shocks. Avadhigiana (clairvoy- 
ance) made gods aware of the time of initiation of King Supirsva into monkhood. 


After giving alms on the Samvatsari day, the King started in a palanquin 
known as Manohard for the Udyan. On reaching there, he divested himself of all 
his fine clothes and ornaments and tore out his hair in five handfuls (see fig. 72), 
After a six—-meal fast, on the 13th day of the bright half of the month of jetha, he 
put on the divine robes, when he gained manahaparyavagiiana. On the second day, of 
initiation into monkhood he broke his fast at the palace of King Mahendra of Patalikhand 
where gods lighted five-lamps (See fig. 127). 


Suffering various hardships and austerities, he moved from places to places for 
nine months. Thereafter he came to Sahastramravan situated in the north east side 
of Varanasi. Here he sat in meditation under the Siris tree with a vow of six meal 
fast. On the 6th day of the bright half of Fagan, he attained perfect or highest know- 
ledge (Kevaljitdna) (See fig. 73), 


When a Jina obtains perfect knowledge, the gods prepare his Samavasarata. 
Accordingly, three walled samavasarana of jewels, gold and silver was prepared by 
gods. Four doors were placed in each four directions. Sti Suprgvaprabhu entered the 
samavasarana by the door on the east (See fig. 74). He took his seat on the golden 
simhdsana after reciting namo titthassa (ait freara). When the news of the attainment 
of Kevaljfiana reached King Srigekhar, he came there with his mother on a she-ele- 
phant. As they reached the proximity of samavasarana, the Queen Somi alighted down 
and along with her son went straight to pay their respects to the Lord (See fig. 140), 


nat Near the samavasarana, there was an unusual sight of creatures usually at enmity 
sitting together and hearing the sermons (See fig. 76). Hearing the wonderful discourse, 


the Queen Soma came forward and asked for initiation into priesthood to which Et 


Lord consented (See fig. 77). al ind 
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.. While in his wanderings, Suparsvaprabhu arrived at Kusumakaranda Udyina 
of Sri Nandivardhanpura. There also the gods prepared samavasarana. Observing many 
people carrying Pi#ja@ materials in their hands from the window of the palace, the King 
Vijayavardhana inquired about the holy festival. The minister informed the King of the 
arrival of the Lord Suparsvaprabhu. This prompted the King to go to udySna. The 
King was deeply moved by the religious discourse and his inner conscience immeditely 
moved him not only to hand over the reigns of the realm to his son Danvirti but also 
to enter priesthood (See fig. 79). 


Rajkumar Danvirti requested Suparsva: “Lord! Please explain us the true sign- 
ificance of Jaina Religion” (See fig. 80), 


To King Danvirti, Lord Supargva quoted the example of Champakamala : 


“There was a King named Lalitanga, who ruled in Visild in Bharataksetra. 
He had a queen named Pritimati, to whom was born a daughter, who was named 
Champakamala. Champakam&l& was entrusted to the care of Kumudcandra for her 
studies (See fig. 81). Champakamiala started her studies earnestly in logic, literature, 
astrology and other subjects.’’ 


Sermonising further, Danvirti was told the story of Bhimakumi&r referring to 
aticara. 


“There ruled King Harivahan in the city of Kamalpur, who had a brave son 
named Bhimakumar. A learned Muni Maharaj named Arvind arrived in the city and 
the King and the young prince came to Udydna to hear the religious discourse, which 
moved their hearts.” 


“A witch-doctor came there when Bhimakumir was in the palace and he asked 
for his assistance on Kali CaudaSa for religious rites. He stayed also with Bhimakumir. A 
friend requested Bhimalumar to forsake the friendship of such heretics but he did not 
leave his company.” 


“On the midnight of Kali Caudasa, Bhimakumir went to the’cremation ground 
with the witch-doctor with a sword in his hand. Finding the prince alone, Kdapdlika 
decided to kill him, In self-defence, the prince took position on the shoulder of the 
witch-docror, who threw him in the open sky catching him with his legs. Through the 
good luck of the prince, Yaksini held him high in the air and took him to his temple, 
where she asked the prince to cohabit with her. The young prince converted her to 
the righteous religious path. At this time, the prince heard the voice of Muni Maharaj 
Teciting Jaina stofras and he requested Yaksini to take him to the place from 
where the religious chantings came. Thereafter, Yaksini left the prince outside the cave 
where Muni stayed during the monsoon. In the morning, the prince paid his respects 
to Muniji and wanted there to hear the religious sermon. As the seniormost Muni Maharaj 
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was about to commence the sermon, the prince saw a dark and long hand descend 
from the sky. Suddenly, that hand came near the prince and after snatching his sword, 
the hand was about fly skyward, when the prince jumped like a lion and ascended the 
hand. Bhimakumar arrived near the temple of goddess Kalika, making the journey on 
this mysterious hand. Immediately, Bhimakumar entered the temple, where he saw the 
goddess wearing on her neck a garland of human heads. The goddess had twenty 
hands bearing weapons of different kinds. A queer looking garland of entrails adorned. 


her breast (See fig. 82).” 
Later, Lord Supargva told the King D&nvirti a story of twelve vows of a Jaina: 





“A King named Vikrama ruled in Vikrampur in Bharataksetra where a merchant 
named Siddhatilaka had two sons named Dhanadatta and Dhanadeva. Dhanadatta was 
very sensuous, while Dhanadeva was religious-minded. Two brothers, one day, sawa 
Muni Maharaj in deep meditation under a mango tree. Paying respects to Muni Mahiraj, 
they inquired: “Reverend! Please tell us the reasons of your initiation into monkhood 
at such an early age.” Muni Maharaj replied: “My wife is responsible for the renunc- 
iation.” He narrated the whole incident : 


“In the city of Subhavas, there ruled a King named Ripumardana. He had a 
minister whose name was Visalbuddhi and his wife’s name was Ratisundari. To the 
east of the city there is a temple of Lord Rsabhadeva in a garden. Near the entrance, 
there is a mango-tree on which lived a parrot couple. Arguments ensued between the 
two about their offsprings, and they decided to approach the King to seek justice. The 
King decided that the parrot possessed the overlordship over the offsprings.” 

“One day, a learned Muni came and stayed under that mengo-tree. After pays _ 
ing respects to Muniji Myna (wife of that parrot who lived on the tree) inquired about , 
the duration of her life.” (See fig. 84). 

Lord Suparsva related another story to King Danvirya which had special refe- 
rence to eating food at night. ; 

“Tn the city of Ujjaini in Avantidega, there ruled a King named Siddhardj. 
One day night, he went to the cremation ground where he fought a decisive duel 
with a yaksa named Asitiksa, whom he overpowerd and tide like a thief. On his 
agreeing to serve him, the King released him (See fig. 85). 


“Tn the morning, when the King went to the royal assembly, he saw the 
demons in different forms and they started to dance and sign before the disntiguished 
gathering. The King saw there a demon dancing in the apparel of an old vant ‘ 
(merchant) and held a weighing balance in his hand (See fig 87). The King inquired 
the reason for this strange demeanour to which the demon narrated his previous birth.” — 


Lord Suparéva narrated another incident of second siks@vrata to the King r 
Danavirya : 4 
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50 Sakra in fivefold and Mahavira’s birth 
go daetyee aa aeretcae 
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51 Kalka and Balabhanukumara 
Qt AVE RSH AT ABAT HAT 





52 Kalaka and King Satavahana 
OQ He RIERA STAATEA TAT 








53 King Salivahana with his Queens 
43 arfeareacrar dat croftait afka 





34 Arya Kailaka and Sigarachandrasiri 
ae at arex attvte acai 





7 Brief Synopsis Of The Life Of Lord Suparsvanatha 135 


“There ruled a King named Vikram in the city of Vijayapuri, who had a son 
named Sankha. One day, when the King Vikram was in the royal assembly, a black 
warrior descended suddenly from the sky. Some of the warrior in the assembly became 
unnerved at the sight of a sword and shield in his left hand. The black warriors 
challenged the warriors to fight a duel but all the warriors fell suddenly on this stra- 
nge intruders (see fig. 88), but they fell down semi-conscious on the ground, 


“Seeing the strange plight of his warriors, the Prince Sankhakumar sought per- 
mission of the King to fight this strange warrior. No sooner did the Prince strike, this 
strange intruder started to run away but the Prince followed him. This strange warr- 
ior, sought asylum in the Udydn seeking the protection of an Acirya there. The lea- 
med Acarya told the Prince: ‘Oh Prince, he was your friend in one of your previous 
births. Hearing this, the warrior took the form of a deva, which reminded the Prince of 
secret pre-arrangement made at the time of his death in his previous birth. This pro- 
mpted them to embrace each other in the presence of the Acdrya (See fig. 145). The 
Prince said: “Oh friend, you did a very wise thing by reminding me of my vow.” 


After narration of the twelve different forms of Sravakadharma to the King 
Danavirya, Lord Suparsva left the city of Nandivardhan. 


After visiting different villages, towns and cities, Lord Suparsva reached the 
mountain of Sametsikhara (see fig. 90). 


Having a premonition of the mokSa, Lord Supirgva took a vow of one month’s 
fasting. Bereft of all worldly things and without any desire for birth or death, his 
soul left the earthly body (see fig. 91). 


On the dark half of the month of Faguna, on the seventh day seeing Lord 
SupSrgva there with five hundred monks, the gods prepared a palanquin studded with 
geld and diamonds. After performing the bathing rites, the gods placed the body of 
the Lord in the palanqin (see fig. 92) and took it to a holy place in the south-west. 
Two funeral pyres of sandal-wood and other incenses were prepared with great care. 
On one was placed the body of the Lord and the other was utilized for the monks. 
Fire was kindlen and fire lords helped the ignition (see fig. 93). Other gods threw 
handful of incenses in the fire, the fire consumed the flesh and the bone and there- 


after sprinkled the water. 


After describing the nirvana of Lord Suparsva (See fig. 95), the author pays 
handsome and humble tributes to the liberated great souls. 


rd 
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DESCRIPTION OF THE PAINTINGS 


Plate 43 


Fig. 58: Goddess Sarasvati: The Goddess has four hands. Holding a lotus flo 
wer in the upper left hand and a book in the upper right hand; in the lower Met hand 
she holds a via (lute) and in the right hand a kamandalu (bowl). In the front of the 
goddess is seen a hamtsa (swan). In the upper portion, there is a peacock on both si ' 
This ullustration seems to have been drawn in the 18th century. The goddess is white 
complexioned and has worn a green coloured bodice and a violet coloured upper garment, 
The colour of the scarf is rosy. a 




















Fig. 59: Suparsva in the Graiveyak heaven. The Lord is seated in padmiasana 
in a small temple with a Sikhara. The colour of the skin of the Lord is golden. Tc 
indicate nine heavens, circular diagrams are drawn below the seat of the Lord. This 
represents the architecture of the 15th century. The temple has five Sikharas. s 


Plate 44 


Fig. 60: Parva plucks out his hair. From page 63 of Kalpasiitra. This illustration 
measures 23” x 3” and is very expressive in minute details. The colours suggest power 
and grandeur. The arrangement of the trees reflect the ingenuity of the artist, who has 
proved the perfectness of his knowledge. ‘ 


Descending from a palanquin, Lord Supirsva divested himself of all his fine d 
clothes and ornaments and under the asoka tree, the Lord plucked out his hair in 
five handfuls. ce 


Plate 45 


Fig. 61: Queen Prthvidevi on her sofa-bed. The mother of Suparsva is ying 
on a beautiful decorated sofa-bed. The colour of her skin is yellow and she wears 
green bodice. Her upper garment is of rosy colour and bears red designs. 


Fig. 62: The fourteen lucky dreams : 
Top first row: 1. an elephant 2. a bull 3. a lion 
Second row: 4. The annointing of the Goddess Sri 5. a salad 3 
6. the moon 7, the sun Ac c 








55 Mahavira in the initiation palanquin 
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56 Kalaka with Sakra disguised 
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57 Kalaka with Sakra revealed 
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58 The Goddess Sarasvati 59 Supirsva in the Graiveyak heaven 
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Description Of The Paintings ey 
Third row: 8. a banner 9. a full jar 10. a lotus lake 
Fourth row: 11, an ocean of milk 12. a celestial palace 13. a heap 
of jewels 14. a brilliant smokeless fire. 


The treatment corresponds to fig. 22. 


Plate 46 
Fig. 63: Prthvidevi relates her dreams to the King Supratistha. On the right 
side, the King is seated on a sinhitsana (throne) and on the left is the Queen Prthvi- 
devi. The colour of the skin of the King and the Queen is golden. The treatment 
corresponds to Fig. 45. 


Fig. 64: The King Supratistha listens to the expounding of the dreams by Cfirapa 
Mani. The illustration is slightly worn out from the top. On the left side of the illus 
tration is seen C4rana muni standing with a danda (staff) in his right hand interpreating 
the dreams. The colour of Muniji’s skin yellow and the skin of the King looks golden, 
The clouds are shown in the upper portion. 


Plate 47 

Fig 65: Rsabha Plucks out his hair. Page 77 from Kalpasiitra Mss, Measures 
23" 3". On the eighth day of the dark fortnight of the month of Caitra, Rgabha 
renounced the worldly life by taking out his clothes and ornaments under the asoka 
tree and plucking out four-fifth of his hair, he entered the state of houselessness. One 
fifth of his hair presented a nice appearance, which induced Indra to request the Lord 
to retain them. Lord Rsabha acquiesed to the request and fasted a six meal fast 
(chhatha) without water. The illustration is expressive like Fig 60. The tree above the 
head of the Lord presents a nice beautiful background. 


Plate 48 

Fig. 66: Suparsva birth. The Queen Prthvidevi is sleeping on a sofa~bed with 
Suprgvakumar in her right hand, Near the feet of the Queen Prthvidevi stands golden 
skinned Harinaigamesin in obeissance. On the sofa-bed is spread cloth cover bearing 
decorative designs, A decorated canopy hangs over the sofa-bed. A garland bearing 
the design of a goose couple hangs in front at the top side of the canopy. Above the 
canopy, there are windows and at the top are seen clouds represented by azure and 

green straps. 


Fig. 67: King Supratistha goes to see his son. There are two scenes in one. 
In the upper Sioa the King is seen going to see his son, holding a sword in his 
left hand. The King looks golden coloured. Behind him is represented an elephant 
with its keeper and an umbrella symbollizing rulership. In the lower register, a are 
is seen leading a white decorated horse. Such a unique picture is seen for the first 
time in Jaina Miniature Paitings of Western India. 
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Plate 49 


Fig. 68. Showing the Sun to Supargva. On. the right side is a rising Sun and 
to the left on the top is a balcony of the palace. Raising Suparsvakumar with boat 
hands, the Queen Prthvidevi shows the rising Sun. Behind the Queen is the sinkdsang 
(throne) with a canopy. ae 


38] 
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Fig. 69: Showing the moon to Supirgva. On the left is seen the Moon, The 

treatment corresponds to. the treatment of Fig. 68. Both these illustrations Tepresent 
the art of Rajput Painting of the 18th century. 


Plate 50 


Fig. 70: Mahfvira preaching samdacdri From Kalpasiitra Mss. Page 111 It meas 
sures 3” x3”, The treatment is similar to description of Fig. 42. 


In the upper register, Lord Mahavira is seated on a golden sinhdsana. To left 
is his follower and below is a monk and a follower hearing religious excercise. Betw- 
een them is a stand (sth@pandcarya). The treatment in the lower register is the same 
as in Fig. 42. : FS: 


Plate 51 


Fig. 71: King Supargva sees solar eclipse. In the upper portion, there are clouds _ 
of azure colour with dark lines drawn in between representing the sky. On right hand 
side, R@hu is represented wearing kundala and a crown. In front of his mouth is the 
Sun in the process of being devoured. The face is azure coloured. 


Fig. 72: Suparsva plucks out his hair. Supargva stands in the centre of four 


trees plucking out his hair with his left hand under the open sky. The composition — 


of the whole illustration is wonderful. The beautiful nature is represented at its best, 
The earrings on the ear reveal the unusual lapse on the part of the artist; Jain religion 
prescribes meticulous rules. Bhdgvati Diksd can be taken only after all worldly posse- 
ssions are forsaken. 


Plate 52 

Fig. 73: Suparsva obtains Omniscience. The Lord stands in k@usagmudrd under 
a tree, He attains Kevalgfi@na (omniscience) on the sixth day of the dark half of the month 
of Fagun. The colour of the skin of the Lord is golden. On both sides of the Lord, 
there are two trees and the sky above shows clouds representing natural surroundings. 

Fig. 74:/Lord Suparsva's samavasarana. The Lord Suparéva is seated in a 
circular samavasarana in padmdsana, Above the head of the Lord is a five-hooded 
serpent Lord} Sach a representation of five hoods in an illustrated manuscript is seen 
for the first |time. The treatment is similar to description of Fig. 29. 


Plate 53 F 
Fig. 75: The Goddess Sarasvati from Kalpasiitra manuscript, page 111. Te mea 
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sures 24’ x 3”. In the centre, there is the Goddess Sarsvati seated in a beautiful vimana. 
Her complexion is white; her upper right hand holds a book and the left holds a lotus 
flower, In the lower right hand there is a vind (flute) and her left hand holds a kama- 
ndal (bowl). She wears kundal (circular ear-rings), a crown, a pearl necklace, a golden 
garland and jewelled bracelets. She wears also a lake green bodice, a rosy scarf and 
a upper garment with azure colour designs. She is seated on a bhadrasana on a rosy 
coloured seat. The composition of the whole setting and the matching of the different 
colours is pleasing to the eyes. 


Plate 54 


Fig. 76: Suparsva’s samavasarana. For description see similar treatment in fig. 
74. This illustration is slightly bigger than Fig. 74. 


Plate 55 
Fig. 77: Suparésva initiates his wife Soma in his fold. Suparsva and Soma are 
seen together with trees on either sides. The clouds are above the trees. On the left 
side, the Lord is in the priestly garbs and with his left hand raised drops vdsksep (spe- 
tial powdered mixture of incenses) The Lord holds a pot containing wasksep in his 
tight hand. There is a nun standing behind Soma. The whole arrangement is artistic. 


Plate 56 
Fig. 78: Gunakarasiri and Kalaka. From Kalpasiitra, manuscript page 113. It 
measures 3” x 3”. There ruled a King named Vairisinha at Dharavasa. He had a son named 
Kalakakumara, who was considered to be an expert in every science. One day, while 
returning from a drive, rain clouds gathered in the sky and he entered the mango grove 
out of curiosity. He saw there a Jaina Acarya Sri Gunakarasiiri preaching the religion 
propounded by Jineévara. 


After paying respects, K&lakakumara sat there. Gumikarasiri gave a special 
sermon referring to the young prince. 


In the centre, under a beautiful flowered tree, Sri Gunakarasiiri is seated on 
a golden sinhdsana and Kalakakumar is seated opposite to him hearing the religious 
discourse. Behind the sinhdsana is his pupil attending the learned monk. The pupil 
has a piece of cloth in his left hand. The clothes put on by the young prince is rich 
in colour and design. The young prince hears the discourse with folded hands which 
indicates his deep respect and regard for the preceptor. Each and every detail in this 
illustration reflect the originality in treatment and conception of the artist. 


Plate 57 


Fig. 79: King Vijayavardhana plucks out his hair. Under a beautiful tree stands 
to the right King Vijayavardhana plucking out his hair with his left hand. To his right, 
Lord Supargva is seen imparting religious instruction. 
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Fig. 80: Suparsva preaches. Seated on the left, Suparéva is illustrated explaining 
the twelve vows of a Jaina to the King Danvirti and his Queen. Sthitpanacarya is in 
the centre. The golden sinhdsana on which Sup&rSva sits is artistically cut, A windowed. 
design appears at the top. 


Plate 58 


(Fig. 81: Kumudcandra Upadhyaya teaches Champakmala. On the left is seen 
Kumudcandra Upadhyaya seated on a golden sinhdsana with a stick in his left hand > 
whieh) is raised. Champakmala stands in reverence with folded hands. This illustration 
is indi¢ativé of the system of education prevalent at that time. Flowered designed — 
canopy hangs over the head of Kumudchandra. At the top, there are ventilation outlets, 
Such a combination of incident and treatment is rarely seen in other illustrated manuscripts, 


Fig. 82: Parrot and She-parrot converses in front of the King Ripumardana, 
Two scenes in one. In the upper register, under a tree there is a monk to whom the — 
parrot bows in reverence. On one side, there is a small temple artistically drawn, The 
representation of two trees on both sides add to the dignity and glamour of the illus- 
tration. In the lower register, the King Ripumardana supports a sword on his right 
shoulder and hears the conversation of the parrot couple. 

Plate 59 

Fig. 83: King Vikrama with his purohita. From Kalpasiitra Mss. Page 127. It 
measures 22" 3". Vikramaditya became ruler of Malvi after the extinction of the Saka 
dynasty. His bravery was mainly responsible for the subjugation of many rulers. His 
sterling character and benevolent acts brought him great fame and glory. He distributed _ 
alms and gifts without any discrimination. He helped many persons to discharge their 
monetary obligations. He was a benevolent ruler eager to help the needy and the poor. 
The interests and the welfare of his subjects was uppermost in daily life. 


On the left side, dressed in beautiful garments and rich jewels, the King Vikrama 
is seated on a golden throne, supporting a sword on his right shoulder and is seen — 
directing the purohita to carry out his instructions. Purohita is a!so illustrated blessing 
the King by holding a flower in his raised right hand. Two royal attendants are stale 
ding there in reverence with folded hands eager to receive royal commands. The dress of 
all persons represented here is not only different but is indicative of representing particular 
status. Illustrations of such incidents and treatment are represented for the first time. 


Plate 60 4 
Fig. 84: The Goddess Kalika with twenty hands. In the upper register, the 
Goddess Kalika is seated in padmdsana holding different weapons in different hands. 
A garland adorn her neck. Her complexion is dark and she wears a designed bodice 
and a coloured upper garment of rich colour. Her dress bear dexterously drawn beat 


tiful designs. Below her bent knee, the artist has drawn a symbol of a lion white 
represents her identity. 
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In the companion piece, to the left, Bhimakumar is seen throwing a big stone 
slab. In the centre, Bhimakuméar flies in the sky ona black hand which holds a sword 
and on the extreme right, there is an illustration of a witch-doctor with a raised hand. 
The skin of the prince and the witch-doctor is golden coloured. 


Plate 61 


Fig. 85: Vaitalas bows the King in the cremation ground, On the left, King 
is seated on a golden throne with an umbrella held by an attendant above his head. 
The umbrella and the throne are tastefully designed. The shape of the turban 
worn by the attendant is reflective of the period of the drawing. To the right, there 
are four dark dancing Vaifalas holding sacrifice in their right hands and swords in 
their left hands. In the centre, a Vavdla is illustrated kneeling and paying his respe- 
cts to the King. Between the Vaitdla and the King, a person stands looking a little 
amazed. In the upper portion, a royal attendant holds a shield in his right hand and 
a sword in his left hand. Behind the royal attendant, there is an elephant. Exactly in 
the central portion of the illustrated manuscript, a beatiful petalled flower is drawn. 
The illustration seems to have been drawn in the 18th century. The composition of 
the whole setting is beautiful. 


Plate 62 4 

Fig. 86: A layman and two monks, From Kalpasiitra manuscript Page 141. It 
measures 3’’ x 3’. Being very much displeased with his disobedient pupils, Kalakicarya 
confided in the layman in charge there; “I am going to Sagarcandrastri, who is my 
pupil’s pupil. Feeling repentant, if my pupils inquire about me, first scold them and 
then disclose my whereabouts”. The disobedient pupils searched everywhere in the 
morning but could not trace the Guru. Feeling non-plussed, the pupils approached the 
layman and inquired about their Guru. The layman ignored the inquiries but later 
scolded them for their disobedience. After much persuasion, the layman disclosed that 
the Guru had gone to sagarcandrasiri. The dress of the layman who is seated on a 
golden throne is rich in design and colour. Two monks standing in front hold sticks 
in their left hands and pots hang on their arms. The movements of the hands and the 
fingers are indicative of the nature of the conversation they hold. The artist has used 
his dexterity in bringing out the facial expression of the layman and two disobedient 
depressed monks. The multi-coloured illustration is outstanding for its depiction of the 
incident and the composition of the colours. 


Plate 63 
Fig. 87: Vaitalas ars seen dancing before the King. On the left, the King Vike 
Tama is seated on a golden throne. His skin colour is golden. A scarf with red designs 
on red background is on the shoulder of the King. His lower garment is of light blue 
colour. In front of the King, there are two royal attendants holding shield in the right 
hand and a sword in the left hand. A white elephant stands behind the royal attendant 
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in the upper portion, and a horse stands behind the royal attendant at the bottom, 
beautiful geometrical design appear in the centre. On the right, an evil spirit is dancing 
with a balance in his right hand. He is gold skinned and his hair are tied from ¢ 
top. Two vaildlas accompanying the evil spirit are seen dancing. 


Plate 64 


Fig. 88: King Vikrama in the Court. Vaitala fights. To the left, the King Vike 
rama is seated on a golden throne, which has a well-designed artistic canopy. In front 
of the King, two royal attendants are seen standing as in Fig. 87. The colour of their 
skin is golden. The upper and lower garments of the King are tastefuly coloured and 
bears variegated designs. The lower garment (dhol?) bears aesthetic design of lotus 
flowers. In the centre, attendants are seen fighting with dark faced Vaitdlas, who are 
seen descending from the sky. The composition is full of artistry. It is for the first 
time that the figures of Vaitdlas are illustrated here as described in the folklores 
of Vikrama, 

Plate 65 A 

Fig. 89: Gods in gaiety, The gods are celebrating the birth of Supirsva in 
great merriment. Four gods are represented in the illustration; the first god on the 
upper left holds a bell in his right hand and a stick in his raised left hand. Following — 
him another god, beating a drum with both hands. The rhythm of the hands reflect 
the speed of the movements. In the lower portion, the first god holds a conch and 
the second blows a pipe. This provides useful information about the musical instro- 
ments and the mode of playing them at the time of the composition of the illustration, 
It shows also that the music was held in high esteem by the people in Westen India 
at that time. y 






Plate 66 

Fig. 90: Dinna Ganadhara in the forest. On the left, Dinna Ganadhara is seated bs 
on a golden stand under a large tree and a monk, a nun, two laymen and alayw- 
oman are seen hearing religious discourse. In the left hand, Dinna Ganadhara holds 
a muhapatti and oghd below his right arm-pit. Another monk sits in front near the 
sthitpandcarya and behind him, two splendidly dressed laymen sit in reverence with 
folded hands. Following them, there is a nun and behind her sits near the plaintain 
tree a lay woman, who is well-dressed and well adorned with ornaments. She is also 
in reverential mood. Such a combination group of monks, nun, laymen and woman 
has not come to the knowledge of lovers of art so far. 


Plate 67 
Figs. 91-92-93: Three illustrations on one page. 91. Lord Suparéva in medita- 
tion. 92. Gods carry the body of Lord Supargva. 93. Gods perform the funeral ceremony 
of Lord Suparsva. In the illustration 91, Lord Suparéva, whose skin looks golden colo: 
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Des-tiption Of The Paintings 
[43 


Near the ears, there hangs two lotus flowers with a mountain below his feet and tree 
on either sides. In illustration 92, four gods carry the dead body of Supirgva, which 
is kept in a sitting posture in a well-designed palanquin. The Lord is illustrated wea- 
ring beautiful dress and rich ornaments besides holding a lotus flower in his right 
hand. The artist has erred in detailing the dress and the ornaments. Such a dress is 
seen only when a person goes out to take dikSd (intiation into monkhood),. It seems 
that artist is unaware of the customs and conventions of the Jainas. Illustration 93 
shows the sandawlood funeral pyre burning profusely. Such an incident is rarely seen 
in our illustrated manuscripts, 


Plate 68 : 

Fig 9+: Queen Prthvidevi is overjoyed. Owing to printing lapse, the name 
reads ‘Suhani’ instead of ‘Prthvi’ on the plate. Queen Prthvidevi is seated on a well- 
designed golden swing bed holding a mirror in her left hand. Near her left hand sits 
the young prince Suparsva. The top design of the swing bed is artistically drawn and 
the whole lay-out is well plannned. The red background enhances the beauty of the 
whole setting. The Queen wears a green bodice, rose coloured upper garment and flo- 
wer designed blue lower garment. The jewelled ornaments worn by her and the nice 
setting of her hair are indicative of the prevalent vogue. The forehead has a nice 
circular red tikd. The whole illustration represents the vogue of the period of the artist. 
The Queen’s face beams with delight. 


Plate 69 

Fig. 95: Supargva as a siddha. The Lord is seated in the centre in padmasana 
in deep meditative mood. In the centre of padmdasana, the symbol of sahid (swastika 
like design) is clearly visible. The Lord wears a V-shaped crown, errings, pearled 
necklace, golden bracelets and gold anklets. In the centre of the forehead, there is a 
jewelled tilaka. To illustrate nirvana (salvation), a design of siddhaSila is drawn by the 
artist. Below the siddhaSild, a mountain is represented by blue and white colours. Above 
the head of the Lord, there is the King of the Snakes with five hoods. A golden 
cover hangs above the hoods. The artist has drawn the clouds at the top with white, 


green and sky blue colours. 
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THE MOST ELABORATELY ILLUSTRATED AND DECORATED 
MANUSCRIPT OF KALPASUTRA AND KALAKAKATHA 


most frequently illustrated in early Indian style, and it belongs to the Dayavimalaji 
Sistra Sangraha, at Devsinopado, Ahmedabad. Unfortunately, the manuscript is not 
dated but executed in Gujarat at the end of the fifteenth century, which shows positively 
that Persian style of painting was prevalent there at that time and was practised 
side by side with the indigenous early Western Indian style. It is the most elaborately 
illustrated and decorated example of the Kalpasiltra and Kalakacaryakatha that | haye 
ever seen, a fact which in itself drew my attention to it, but even more interesting 
is the appearance on its pages of Persian marginal ornamentation and the paintings 
7 


« 
. 
q 
This manuscript represents the Jaina Kalpasiitra and Kalakactryakatha, the works 
4 


in different poses of Indian music (SangitaSastra) :— such as Grama, Svara, Sruti, Murch 
hana, Tana; and the different poses of Indian dancing (Ndatyasastra):-such as Mudras 
of Hastakarma, Nritahasta and AkaSacari, Bhomacari and Desicari etc. These different 
poses ars more than three hundred fifty, and will be published in my series, in the 
work entitled ‘Saygita-Natya-Rupavali’ with its description from Sangtia-Ratnthara, 
The art of dancing and music must have secured a favourite niche in the hearts 


of the Jainas, otherwise such illustrations would not have found a place in the sacred 
work of Kalpasiitra. ; 












In this work, I have represented some paintings and marginal ornamentation, — 
executed in both early Western Indian and Persian style; often both these styles are 


represented on the same page. I have selected 184 illustrations being published for the 
first time for the Indian Art lovers. 


In general, this represents characteristic Jaina manuscript from Gujarat of the 
late fifteenth century, It contains 187 folios of the Kalpasiitra and 14 folios of Sri 
Kalakactryakatha measuring 10. 3 inches by 4, 5 inches, written on both sides. The A 
writing is in gold ink on a coloured background, which is usually red and blue in few 
cases in two colours (Fig 216). The normal page contains seven lines of writing with 
wide margins at the top, bottom and sides (Fig. 217). In the centre of each page is 
a square space filled with a decoration, which is a conventional survival of the dot of 
other mark serving as a string hole of the palm-leaf and paper manuscripts and which 
served a real purpose in accommodating the string that kept the folios together and 
in order. The dimensions of the Page give a proportional relation of 2:3:14; thi | 
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especially smaller than that of the palm-leaf and the early dated paper manuscripts; 
the latter approach almost the proportions of the palm-leaf. The number of lines to 
the page, the large size of the writing, and the elaborate character of the central orna- 
ment also are like the corresponding features of paper illustrated Kalpasiltra manuscripts 
of the later period of the fifteenth century. In addition, the present manuscript comp- 
letely fills up the side margins with decoration, 


* The paintings of this manuscript which are in the Early Western Indian style 
are typical of the late fifteenth century, which is not considered to be the best period. 
There is an abundance use of gold with a free use of blue and black in the backgr- 
ound, including the red used in the earlier manuscripts, These paintings show the 
usual characteristics of the style: the marked angularity of pose and feature; the prot- 
tusion of the farther eye beyond the cheekline and into space; the two poses of face 
one being full-face, the other being at three-quarters with the protruding eye; the 
familiar types of costume (dhott, scarf, bodice, robes), familiar designs, ornamenting 
the garments, the customary head—dresses of gods, king, laymen and laywomen; the 
haloes; the usual jewellery; the conventional representation of clouds, rivers, mountains, 
trees and animals, such as bulls and lions. 


More important and instructive to us are the various decorations and paintings 
in the Persian style, which are at once distinguishable from the Early Western Indian 
Painting. 

Plate 70 

Fig. 96-105: Decorative borders from DVS KS. These decorations of the top 

and bottom margins represent the floral and geomatrical designs. 


Plate 71 

Fig. 106: Suparsva's marriage. From the folio No. 50 of Sri Suparsvanatha 
Caritra’s MSS. In the centre of the Painting is a chavwri (marriage pavilion), and inside 
are seen Supargvakum&ra and his bride Rajkumari Soma, with their hands in unision. 
Between them, a brihman is seated. A lamp is hanging in the pavilion. At the left 
One man is standing with a raised hand and a woman is standing at the right with 
an auspicious object in a raised hand witnessing the marriage ceremony. Decorative 
arches (torana) of Kadalivrksa are seen hanging near the top of the painting. This is 
a beautiful symbolic specimen of the marriage pavilion of the fifteenth century. 


Plate 72 
Fig. 107-116: Decorative borders from the DVS KS. These decorations also 
of the top and bottom margins are like the floral and geometrical designs. 
Plate 73 
Fig. 117-126; Decorative borders from the DVS KS. Commencing from the top : 
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117. The ducks and swans swimming in the water of the step-well, with door- 
ways and the beautiful flower plants near step-well. 

118. The couple of the Indian cranes near the beautiful plants. From left to 
right they are in line of one, two, two, two, and two; altogether nine cranes are 
represented here. 


119. Three deers running in the forest of beautiful plants. Deers are examplified 
us as living. This shows the deep knowledge of the artist of the animal life, 


120. The ships in water and water birds are flying on the surface of Water, 
Drawings are very skillfully drawn. 


121. Beautiful flower plants with the birds seated on them. Every bird has 
received individual attention which proves the perfect knowledge of the artist, 


122. Running cows and the beautiful plants. 
123. Six couples of parrots. 

124. Beautiful designs arranged very skillfully. 
125. Geometrical design. 

126. Floral design. 


Plate 74 
Fig. 127: Suparsva receives the first alms. From the folio No. 62 of Sti Suparsv- 
@ caritra’s manuscript. Two representations in one: (a) Downpour of riches at the King 
Mahendra’s palace; (2) Supargva receives the first. alms. In the upper register, two 
well-dressed gods standing slightly bent throw the rich treasure of ornaments etc, 


In the lower register at the right, Suparsva standing in monk's dress and facing 
him King Mahendra in royal attire. Suparsva has his broom under his left armpit and 
a stick in his left hand, and he is receiving his first alms by his raised right hand. 
King Mahendra presents him Ksiranna (a dish composed of rice, milk and sugar) with 
his two upraised hands. There is a bowl hanging in the left hand of sup&rsva. Supargva 
held out his right hand to serve as a receptacle, and Mahendra presents the Ksiranna 
by a large spoon (Chatavo). This is a unique extra-ordinary scene not seen by meso 
beautifully represented. The blue clouds are at the top of painting. 


Plate 75 
Fig. 128-137: Decorative borders from the DVS KS. These decorations are 
described beginning from the top. 
128. Cow with a cowherd carrying the butter in jholi on his shoulder. 
129 (To the left) a beautiful design, 
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130. (To the right) a panel of three, three swans altogether si 
nted in this panel. gether six swans represe- 


131. Ten flying birds representing individual action. 

132. The birds flying above water representing their individuality. 

133. Ten flying birds. 

134. Fishes and the tortoises swimming in the water; fishes are arranged skillfully. 
135. Twelve beautiful decorations in a panel. 

136, A beautiful geometrical design. 


137. Persons of different walks of life passing through the forest, beginning from 
the left: Three deers and a hunter, one rich man seated in a palanquin carried by 
two persons; Two infantry soldiers are passing, one cavalry soldier, one infantry soldier 
and the elephant rider. It reflects artist's thorough knowledge of all beings. 


Plate 76 
Fig. 138: The elephant. The first of Trisala’s fourteen dreems was an elephant. 
Large and beautiful possessing all the lucky marks, white, with four tusks, its forehead 
streaming with ichor, an animal equal to Indra’s elephant. 


On a blue background is the elephant. It is fully caparisoned, like a state eleph- 
ahant. An elephant driver is seated on it and behind him is a fly-whisk bearer. Of 


the four tusks mentioned in the text, two are represented. 


The top part of the painting has three peaks. A full vase filled with the water 


is in the middle peak. 


Fig. 139: The bull. The second dream was of a white bull. The bull shedding a flood 
of radiance like a bunch of white lotus flowers, shining and darting out rays on every 
side. A very fine ornamental attractive hump adorns his shoulders, with his skin clear, 
hair sleek, form graceful, and body in healthy condition, and on the whole beautiful 
to look at his horns circular, smooth and elevated; his teeth harmless and clean, Such 
was the assemblage of excellent qualities the bull possessed. 
ighty beautiful bull on the blue 


In the painting, the artist has represented a mi M 
he entablature of the house, is 


background. The upper part of the picture, showing t 

beautifully ornamented with a full vase in the middle. 
Plate 77 

Fig. 140: Queen Soma and her son salutes Suparsea. From the folio No. 68 of 

the SuparSvandtha caritra’s manuscript. Size 4,8” by 4r'0”- This picture being of very 


significant value, it is represented in an enlarged size. 


At the top is the Asoka tree. A monkey at the Jeft upper corner, and a swan, 
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a peacock from the right upper corner are illustratated going towards the sa 

of Sri Supargva. Below the Asoka tree, Supargva-prabhu is seated in the pad: 
posture in the middle of the samavasarania of three walls. Four step-walls are repres: 
nted in four corners.Also, at the left upper corner is a snake and a mongoose and 
at the left lower corner is a snake, a fish and a heron. By representing these animals, 
the artist wants to draw a moral that the animals usually enemies of each from their 
births, are seating together at the time of hearing the religious discourse of Suparéva-prabhu, 


At the right side Queen Som’ and her son Srigekhar are standing ‘with both. 
hands keeping upraised in reverence and looking to Suparsvaprabhu. This reminds us 
of a similar scene represented in the cave No. 17, of the Ajanta, where the artist has 
represented Queen Yasodhar& and her son Rahula, at the time of arrival of Buhdha 
Bhagwan. This scene also testifies that at the time when this painting was drawn, the 
art of Ajant&é was also current. The costumes of the Queen Soma represents a faithful 
example of the costumes used in the fifteenth century in Western India. 





Plate 78 


Fig. 141: The lion. The third dream was a lion of a dazzling white colour, like 
a bunch of pearls, or the ocean of milk, representing lunar radiance, the drops of dew, 
whiter than the great mountain Vaitadhya pleasing and delightful to the sight, strong, 
muscular, and fat, with his members all properly rounded in the most elegant way, 
having a sharp well-formed jaw, a mouth beautiful as the periphery of a lotus, a fine 
muscular lip, with a palate like the red water lily, and the tip of his tongue hanging 
out of his mouth like fine gold being poured out of a crucible, while his bright eyes 
seemed like a ball of lightning. His chest was broad and his large well-made shoulders _ 
were adorned with a soft, bright, sleek, long-haired mane, while his tail was raised 
aloft with a circle in the centre, bounding like a ball, and possessing the good qualities 
as well as form of the moon. He seemed descending from heaven with open mouth, 
as if he was coming directly down upon us; lion with sharp strong claws, yet pleasing 
to the sight, and with a tongue hanging out of his mouth, beautiful as the petal of a lotus: 























In the painting, the artist has represented a lion with a tongue protruding from 
his mouth on the blue background. The lion's tail is also flapping as mentioned in the _ 
text. The upper part of the picture, showing the entablature of the house is beantifally 
ornamented with a swan in the centre. 


Fig. 142. The garland of flowers: The fifth dream was a vision of a garland ; 
flowers altogether delightful, and worthy a place in the heaven of delights. It was 
composed of the flowers: “Champaka, aSoka, punndga, nitgakesar, priyangt, ol 
mogaro, mallika, jai-ji, ankola, navamilika and bakula”, intermingled with ama 
leaves, and sandle-wood, besides jasmine and rare varieties; sesame flowers, and 


flowers of spring, with red, blue and white water lilies with beautiful sweet sm cfs 
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This is a unique picture amongst the specimens published so far. The subject 
of the picture is simple, and it represents the perfect knowledge of the artist. 


Plate 81 a 


iW 

Fig. 146: The lotus lake. After that, the mother Trigala saw the lotus lake in 

the tenth dream. The lake radiates with the beams of the rising sun, tinging its. 
waters with an orange hue, effected by innumerable thousand-leaved water lilies, The P 
lake is filled up with aquatic animals, and exhibiting shoals of happy fishes, sporting 
and shining as if the water was on fire. There are lotus flowers of the solar and the 
lunar radiance, the blue lotus, the rose-coloured, and the pale, all growing together 
in one splendid and delightful assemblage. Large black bees and the swarms of flies 
are sucking honey from lotus flowers. Black and white swans, cranes, geese, and Indian 
cranes, in all their pride, males and females, were fluttering over the water, while the — 
lotus leaves, besprinkled with drops of dew, reflected varied colours, a sight quite plea- 
sing to the eye; the whole scene inspiring the greatest delight. 7 


In the painting, the lake is full of swan and lotuses. It has four gateways. The 
birds appear near the entrance of two gates,, beautiful tree is represented in four 
corners with birds on it, and two other gates;,,,4ogether artist has represented six trees. 


Fig. 147: The ocean of milk. Thereafter, she also saw the ocean of milk shining _ 
like the moon, with utmost brilliance, propitious as the divine curle, the fluid rushing toge- 
ther from the four quarters of the heaven, the lofty gaint waves utterly devoid of stability, 
agitated by the tempestous winds; in one place rushing against each other, while in , 
another they dash against the shore, sending forth a brilliant spray, inspiring the — 
soul with delight. Enormous whales, crocodiles and sea serpents, darting through the 
fluid form rivers of foam, white as camphor, and again diving into the depths, cause — 
a whirlpool like that of the Ganges when she bursts her mountain barriers. Such was 


the mighty effervescence of waters seen by the queen. - 


In the painting, the ocean is represented by a wide diagonal band, in which 
the crossed lines indicate water. Fish & crocodiles swim around. In the centre is a boat 
with two travellers. At the top is a navigator. Fishes and other acquatic animals are — 
also represented. There is no reference to the ship in the description. 


Plate 82 : 
Fig. 148-155: The dikkumdris arrive. On the night when Mahavira was born 

there was a divine lustre caused by the descending and ascending gods. By the power — 
of their avadhijfiana (clairvoyance knowledge) seeing that Mahavira is born, the 56 dikkw- 
m@rts (goddesses) arrived and acted as midwives. They came in groups of eight. First 
group of eight is named: 1. Bhogankara, 2. Bhogavati, 3. Subhoga, 4. Bhogamalini, 
5. Suvatsa, 6. Vatsamitra, 7. Puspamala and 8 Anandita came from adholoka. 
salute the Lord and his mother and Prepare stlik@ghar (special room to_ stay; al 
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- delivery) in the north-east direction, and the earth is.cleaned for one yojana around 
with the help of sanwarta wind. 


; In the painting, eight dikkum@ris are represented. They are seated ready with 
preparation for a silikdghar. They are to be seen from the left: three of the fist 
panel, three of the second panel and two of the third panel, altogether eight. 


Fig. 156-163: the dikkwmaris arrive. 9. Meghankara, 10, Meghavati, 11. Sumegha, 
12. Meghmilini, 13. Toyadhara, 14, Vicitra, 15. Varisend and 16. Balahika came from 
Urdhvaloka. They salute the Lord and his mother and sprinkle the scented water and 
flowers. 


; In the painting, eight dikkwmiris are represented, They all seated with a flower 
in hand. They are third of the third panel and four of the fourth panel and three of 
the first panel represented in the Plate 83. 


Plate 83 
Fig. 164-172: The dikkwmaris arrive. Named: 17. Nanda, 18. Uttarananda, 
19, Ananda, 20. Nandivardhana, 21. Vijaya, 22. Vaijayanti, 23. Jayanti and 24. Aparajita 
who came from the East direction of Ricaka mountain and hold a mirror to see the face. 


In the painting, eight dikkumaris are represented. They are with a mirror in 
their hands. They are: Three of the second panel, three of the third panel and rema- 
ining two of the fourth panel (second and third). 


Plate 84 
Fig. 173-180: The dikkumaris arrive. Named: 25. Samahara, 26. Supradatta, 
27. Suprabuddha, 28. Yasodhari, 29. Laksmivati, 30. Sesavati, 31. Citragupta and 32. 
Vasundhara came from South direction of Rucaka mountain and holds a vase full of 
water in the hand and started to sing. , 


In the painting, eight dikkumaris are represented. They hold the full “vase of 
water in one hand and vipa (lute) in the second hand. They are : Three in first panel, 
three in second panel and remaining two in the third panel (first and second). 


Fig. 181-184: The dikkumaris arrive. Named: 33. Tladevi, 34. Surddevi, 35. 
Prthivi, 36. Padmavati 37. Ekanasi, 38. Navamika, 39. Bhadra and 40. Siti came 
from west direction of Riicaka mountain holding a fan for the Lord and in the service 
of the mother. 


In the painting, the artist has represented only four dikkumiaris instead of eight. 

They hold a fan in the hand. They are: Third of the third panel and three of the 
fourth panel. 

Plate 85 


Fig. 185-190: Dikkumdrts arrive. Named : 41. Alambusa, 42. Mitakesi, 43. Pund- 
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arika, 44, Varuni, 45. Hasa, 46. Sarvaprabha, 47. Sri and 48. Hri, came from north 
direction of Riicaka mountain and started to fly ch@mar (fly-whisk). 


In the painting, the artist has represented only six dikkumiaris instead of eight, 
They hold fly-whisks in their hands. They are: Three of the first panel and three of 
the second panel. 


Fig. 191-194: Dikkumaris arrive. Named: 49. Citra, 50. Citrakanaka, 51. Satora 
and 52. Vasudamini, came from Riicaka mountain and stood with a lamp in hand in 
different directions. 


In the painting the artist has represented four dikkumaris. They hold a lamp in 
hand. They are represented in the third panel. 


Fig. 195-197: Dikkum@ris arrive. Named: 53. Ripa, 54. Rapasika, 55. Suriipa, 
and 56. Riipakavati came from Riicaka dvipa, operated Lord’s Nala from a distance 
of four angula, dug the earth and put the Nédja in it; afterwards they made pitha on 
it and made three small kadalighar (hut made of the leaves of plaintains) in the east 
south and north directions of the place of birth. 


In the painting, the artist has represented all the four dikkum#ris, They hold a 
flower in the hand. They are: Three of the fourth panel and first of the fourth panel 
represented in the plate 83. 


Thus fifty, out of the fifty six dikkuméaris are published for the first time here. 
Out of the hundreds of illustrated manuscripts of Kalpasiira, this is the only manus- 
cript in which the illustrations of dikkumaris are represented. 


Plate 86 
Fig. 198: Vardham@na's marriage. When Vardhamana reached a marriageble age, 
his father and mother, thinking it time for his son to marry asked Vardhamana’s 
consent. To please his father and mother, Vardhamina married with the princess named 
YaSoda, the daughter of King Samaravira on a very auspicious day and in an 
auspicious time. a 


In the painting, Vardhamanakumar and his bride Yagoda stand in the marriage 
pavilion which the King Samarvira erected with their hands together. The burning fire 
is seen in the centre. The vessels of chauri, and Kadalistambha are also represented. 
A beautiful arch is the upper part of the painting. In the lower,part is a panel of seven 
swans. This scene is rarely seen in other illustrated manuscripts. 


Plate 87 i 


Fig. 199: At the left, Mahavira gives away half his garment. When Mabavira 
after plucking out his hair started on his wonderings as an ascetic, he was accosted 
by a Brahinan named Soma, who said that he had not been present at the beste 
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‘of gifts which Mahavira made before forsaking the world. He asked Mahavira nevertheless, 
to give him a gift. Mahavira had nothing left but a single garment, which he tore 
in two pieces and gave one half to Soma. The Brahman took to the tailor to 
have the torn edge sewn into a hem, but the tailor told him to go back and follow 
Mahfvira until he left the second half of the garment on a thorn or somwhere. If Soma 


brings it, the tailor would sew the two pieces together, and then sell the whole garm- 
ent for a hundred thousand dindras. 


In the painting, Mahavira is giving half his garment to Brahman Soma, who is 
facing him. 


Fig. 200: At the right, Mahavira’s austerities: An Assault of the cowherd, After 
plucking out his hair, Mahavira first gave one half of his garment to a Brahman named 
Soma (Fig. 199) and then in the evening went into pratimd (posture for meditation) 
near a village named Kurmira. At that time, a cowherd came driving the bulls and 
left them grazing near Mahivira, while he himself went into the village to milk his 
cows. The bulls wandered into the forest, and when the cowherd returned he could 
not find them, and he spent the night in search. Meanwhile, the bulls came to Mahavira 
and lay down near him contentedly chewing the cud. After sometime, the cowherd 
came, and when he saw the bulls there, he at once jumped to the conclusion that Maha- 
vira meant to steal them. In a rage, he took up the bulls binding thong to strike the 
Lord. Just at that time, Sakra desired to know how Mahavira was faring on his first 
day, and he saw what was going on. He stayed the cowherd’s hand and rebuked him. 
Then he stated that for twelve years Mahavira would suffer trials before obtaining 
omniscience and he offered to go along as a bodyguard. But Mahavira coming out of 
his meditation and for the first time noticing what was taking place, declined, saying 
that the Tirthankaras always obtain omniscience by their own heroic efforts. Sakra, 
therefore, compromised by appointing as a bodyguard a Vyantara god Siddhartha, who 
had been Mahavira’s maternal nephew (mother’s sister’s son), telling him to ward off 
those who would interfere with Mahavira’s meditation. 


In the painting, Mahavira ‘stands motionless in meditation, his eyes fixed on the 
tip of his nose, with arms banging down ( pralambitabhiijadvaya ). On the right side, 
the cowherd stands with the thong upraised to strike Mahavira. The side panels have 
foliage and geometric carpet designs. 


Plate 88 
Fig, 201: Naga Sudanstra’s attack. Mahavira, Once, to cross the Ganges, the 
Master boarded a ship with a number of other travellers, and the ferryman began to 
tow steadily across the stream. Suddenly the owl, which was kept to espy the farther 
Shore screached and a prognosticator who understood the cries of birds announced that 
the screach forboded a danger. Even as he was saying this, the boat came to deep 
water, where the Naga Sudanstra dwelt, and the Naga saw the Lord. At that time, 
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he was reminded of an enmity he bore towards the Lord from a previous birth, when 
he had been a lion and the future Mahavira had wantonly killed him as he lay in his” 
cave, and his anger flared up. Now this was the time for vengeance. He generated — 
such a powerful wind as would bring about the dissolution of the world; the trees fell 

and the mountain shook and the waves of the Ganges licked the sky. The boat tossed 

up and down; the mast was broken, the sail torn, the boat lost its course, the helms 
man was in a panic, the terrified passengers began to call upon the gods, ‘ 


Now it had so happened that there had once lived in Mathura a pious merchant _ 
and his wife, who were especially considerate of all four-footed animals. Every day, 
they would purchase curds and other dairy products from the milkwomen, and one day — 
they bought some unusually fine curds from one of them. From thence, the merchant's 
wife would buy from no one else, and she and the milkwoman became great friends, 
sisters as it were. On the occasion of a marriage in the herdswoman’s house, the — 
merchant and his wife were invited. They found the time unsuitable for them to come 
and sent their deep regrets, but they told the herdswoman to take from their house 
whatever she needed for the wedding. The wedding was a splendid success, and the 
herds folk were delighted. In return, they took two beautiful young oxen named Kam- 
bala and Sambala and persuaded the merchant and his wife to accept them asa gift. _ 
Then the merchant and his wife thought that if they let the oxen go, unthinking folk 
would put them at hard labour with such work as ploughing, and so they kept them 
and reared them tenderly as if they were their own sons. Whenever the merchant 
and his wife fasted or read the scripture, the two oxen listened and if the merchant 
went without food, they fasted too. The merchant held them in high esteem and honour, 
The villagers were once celebrating a festival in honour of the yaksa bhandirvana, 
and as part of the celebration held a contest of oxen. A friend of the merchant, anxious 
to try out these two beautiful creatures took them to the contest without permission, 
and yoked them to a cart. He*mercilessly drove them with a whip and goad. They 
won all the wagers through their unrivalled speed. Then he returned them with their 
bodies gory through the misuse of the goad, to the merchant’s house. At meal time, 
the merchant went to feed them, and then when they would not eat due to their 
injuries. While he was wondering who could have done this thing, the cowherds 
narrated the whole incident. Nothing could induce the stricken oxen to eat. He saw 
that they were in a state of grace, and he awakened them to religion by reciting the 
namaskaras. They died and were reborn as two Naga princes. Zo 






These two Naga princes, Kambala and Sambala, by elairvoyant power saw the 
attack Sudanstra was making upon the Master. They came to the rescue and one 
fought with Sudanstra, while the other took the ship safely to shore. Defeated Suda- 
nétra fled; Kambala and Sambala revered the Master, and sent a rain of flowers and : 
scented water from the heaven. The other passengers then worshipped the Master, — 
through whose power they had reached safely. The two Nagas bowed to the Lord 
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and left, and he himself disembarked and went on his way. 


At the bottom of the painting is the boat, ahuge wave about to engulf it with 
Mahavira in it; the other passengers and the boatman are not shown. In the register 
above the boat are the lion in his cave and the two oxen. At the top are the two Naga 
princes in human form, dancing and singing in celebration of their meeting the Lord. 


Fig. 202: Katapiitana’s attack Mahavira. Once in the month of Magha, Mahavira 
went into meditation in a grove at the village of Sdligirsa. At that time a Vanavyan- 
tarikd goddess named Katapiitana was there, She had been a wife of Mahavira in a 
previous birth and had at one time been offended by him. While still in angry 
mood, she died. Aftera number of births, she became a human being, and in that exist- 
ence practised ba/a tapas (improperly motivated ascetism), in consequence of which she 
was now born as a Vyantari goddess. She remembered her enmit} of the previous 
birth and decided to avenge the old injury. She transformed herself into a female 
ascetic with matted hair and a bark dress, and appeared above the Master. Then she 
drenched him with icy water and directed wind to empty rainy clouds on the Lord. 
The drops fell from the tips of her hair and.the ends of her bark garments, and 
pelted against Mahavira’s body like arrows. They would have pierced the body 
of anyone else, but they had no effect upon him. All night long, he endured this. In 

the morning, by the power of his meditation, he aquired clairvoyant knowledge (avadhi- 

jftana), and knowledge of the meaning of the eleven angas of the Svetambara Jaina 
canon. At the end of the night Katapiitana felt appeased and became repentant; and 
she honoured Mahavira with devotion and left. 


In the painting, Mahavira stands at the right; above him is Katapiitana with the 
rain flowing from her hair. At the lower left, she is showing devotion to Mahavira. 
This incident is rarely seen in other illustrated manuscripts. 

C Plate 89 

Fig. 203: King PradeSin welcoming Mahavira to the city Svetimbi, In the panel, 
there are beautiful geometrical designs. The painting at the left illustrated the ovation 
King Pradesgin gave to Mahavira when he came to the city Svetimbi. The bottom. 
Tegister show the King on his clephant; the upper register illustrates him revering Maha- 
vira, who is in meditation in a park outside the city (Asura Camarendra worshiping 
Mahavira is wrongly printed). 


Fig. 204: The fight between Camarendra Asura and Sahkra. Mahavira went into 
Meditation for the night near the city of Sumsumara. At this time, it so happened 
that a child had been born as Camarendra, lord of the Asuras in Camaracajfica, in 
consequence of bala tapas. After birth, he looked round about and saw above him in 
the Saudharma heaven the god Sakra, great in splendor, and he felt enraged. At once 
he announced his intention of driving Sakra from his kingdom, and refused to be 
dissuaded by his courtiers Prudence overpowered him and he went first to the Master, 
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who was standing in meditation, and threw himself upon him for protection. Then he _| 
took out his weapons and transformed himself into a huge and fearsome creature frigh- 
tening all the divinities of the sky reached Sakra’s castle, and challenged him. Sakra 
took his club (vajra) which he threw at Camara. So bright and powerful was it that 
Camara could not withstand it, and he fled like an owl before the sun headlong 
toward the earth losing his great size and hastening towards the Lord. Sakra began 
to wonder how an Asura could reach his realm, and realized that it must be with some 
outside aid. Through clairvoyance, he saw that Camara had come by the grace of 
Mahavira and was even now hastening to him. Then Sakra, terror-stricken cried out 
“T am slain!” and took himself after his vajra, which was hurtling toward Camara, 
The Asura reached the Master and transformed himself into a tiny being and hid 
himself near the Master’s feet before the vajra was within a short distancce of reaching 
him. Sakra withdrew vajra, when it was very near the Lord. Then Sakra begged his 
pardon for launching his vajra at Camara. When he was given such refuge. He told 
camara that by taking refuge with Mahavira he had assured himself of safety, After 
he left, Camara came out from his refuge, praised and worshipped the Master, and 
returned to his city of Camaracafica, where he narrated the whole incident to his court, 5 
and asked them all to worship Mahavira. The Master had never broken his meditation 
all the while and had given no indication of knowing the whole affair. At dawn, he 
came of his meditation, and started on his journey. 


The painting shows Mahavira at the right. Above him is Sakra following the 
vajra, which is in front of him in the upper left-hand part of the scene, and below 
Camara is illustrated falling to the feet of Mahavira. 


Plate 90 


Fig. 205: Two Brahmans sacrificing yagfa. At the time, when Sraman Bhagavan 
Mahavira aquired KevalaJiidna (perfect knowledge), out side Jrambhikagama Nagara 
on the banks of Rjuvaluka river, a wealthy Brahmana named Somila was preparing 
for a great sacrificial yayiia to which he invited many Brahmans including eleven highly 
talented Acaryas of whom the three brothers-1. Indrabhiti, 2. Agnibhiti and 3, Vayu- 
bhiti, who were well-versed in the fourteen kinds of the knowledge. 


The painting shows two Brahmana out of the eleven seated on high level seats 
with an object for sacrificing in agnikwnda in the hand of right side Brahmana left 
side Brahmana is chanting vedamantras, Agnikunda is represented by fire. Above them 
is a beautiful large tree on both the sides. At the left, under the high-level seat are | 
two deers in two compartments and at the right, a goat and a horse are kept for 
sacrificing them in Yajiia. 1 have never seen a similar scene in any illustrated KS 
manuscript before, 


In the left panel, the artist has represented three peacocks in different al 
which shows the proficiency in his art. 
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Fig. 206: Camdanabala gives alms to Mahitvira, Mahavira, moving about from 
village to village, reached Kausimbi Nagari, a town with rows of white beautiful houses 
with triangular passages, squares, court-yards, market places, public buildings etc. There 
was a King named Satanika, who had a Queen named Mrgavati-daughter of King 
Cetak. She knew the basic truth of the Jaina Religion and she was always eager in 
worshipping the lotus like feet of JineSvaras, In that town also, there was a wealthy 
merchant named Dhanavaha, who held prominent position amongst all the merchants. 
He had a wife named Mula. 


On the first day of rhe dark-half of the month Pausa, Sramana Bhagavan 
Mahavira took an austere vow: 


“1, A virgin girl, whose feet were tied with an iron chain. 2, Whose hair of 
the head had been totally removed. 3. Who was crying with a faltering tone due to 
a choking of her voice on account of the burden of sorrow. 4. Who being a daughter 
of a king was reduced to servitude at somebody's house. 5. Who had a continuous 
fasting of three days, 6. Who had placed one foot in the interior of the house and 
the other foot had crossed the region of the house. 7. Who gives me alms of Kulmasa 
(adada beans-beans of Phaseolus Radiatus) from a supaduy (a winnowing fan made 
of bambooreeds). 8. And when all the mendicant-beggars have returned after taking 
their alms, then, I will break my fasting”. 


After having taken the above vow, Sramana Bhagavan Mahavira used to go 
daily to several houses in the town for alms, but he invariably returned without food 
and drink as he would never accept any that did not confirm to the rigid conditions 
of the vow. The people of the town were unaware of the the vow taken by the Jinegvara. 


At that time, King Dadhivahana was the King of Campa Nagari. He had a 
queen named Dhirini and a daughter named Vasumati. 


King Satanika of Kaugambi had a quarrel with King Dadhivahana of Campa Nagari. 


One day the King Satanika took all the fighting equipments in ships and he 
reached Campa within one night. Without the least opposition, the army of King 
Satanika laid a seige round Campi. 


King Dadhivahana, unable to resist without sufficient materials of men and 
weapons became escasperated as to what he should do at this critical moment and 
he consulted his ministers. His ministers told him: ‘‘O Good King! why do you bec- 
ome so agitated? For the present the escape is advisable’’. On listening to this advice, 
King Dadhivihana ran away with his wife. 


During this state of complete anarchy, Dharini, the Chief queen of King Dadh- 
ivahana while moving about from one place to another for safety was cought by a 
soldier of the king along with her daughter Vasumati. 
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Then, Queen Dhirini died on way to Kausambi, and the soldier took the girl 
to Kausimbi and kept her standing on a public highway for sale. 


At that time, Seth Dhanivaha, passing by road, saw the pitiable condition of 
the girl and thought: “Oh! From her appearance it seems she is nota daughter of an 
ordinary person. It is, therefore, appropriate that 1 should buy her by paying more 
money lest the pitiable girl may fall in the hands of some wicked person, Besides, 
under my protection, she may meet her family-members in due course of time”. 
Dhanavaha geth bought the girl after paying the price asked for. Soon after takirg 
her to his house, he adopted her as his own daughter, and entrusted her to his wife,. Mula, 


From that time onwards, she stayed at Seth’s house as comfortably as she would 
at her own house. By her pleasing manners, politeness, and by her skilful conversation, 
she delighted the hearts of Seth Dhanavaha, his family members, and all others, who 
came in contact with her. Due to her calm disposition as cooling as a sandal-paste, 
her name was changed to Candana, She was being devoutly addressed as Candana 
with due affection. As she grew in age, her lovely features became most lively, Her 
lotus like eyes expanded, and her braid of hair as dark as lamp-black became longish. 
Even individuals barren of natural beauty become more lovely during youth, then what 
to say about a royal princess who is endowed with natural beauty and charm, Muli 
Sethani, out of spite, thought: “Why is it not possible to believe that Dhanavaha Seth 
may marry her, and may make her the mistress of the house? I should, therefore, be 
always ready for disfavour”. 


One day, distressed by the heat of summer, Dhanavaha Seth returned home 
from a neighbouring market place. At that time, there was no servant ready who can 
do the work of washing Seth’s feet, so Candani out of politeness, got up to wash his feet. 
Dhanavaha Seth gently forbid her, but she began to wash his feet considering him to 
be her own father. When she was washing Seth’s feet, her long braid of hair became 
loose and fell on the ground, So, best “It may not fall into mire”? Dhanavaha took 
it by means of a sporting . stick held in his hand, and tied it up witha dispassionate 
mind. The wicked Mula Sethani always alert in finding out her faults and imputing 
wrong motives saw it from the balcony of the house. With her eyes red with anger 
resulting from personal envy and with extremely mean heart born out of feminine 
nature, Mula, thinking Candana to be impious on account of a wrong impression crea- 
ted in her mind became ready to seek her ruin. When, after resting for a while 
Dhanavana Seth went out to the market place, Muli Sethani burning with the fire of 
intense animosity sent for a barber, got Candana’s head clean-shaved, beat her severely, 
applied iron chains tightly round her feet, locked her in a distant part of the house 
and after closing the doors tightly, she told the servants of the house? “Tf any one 
informs the Seth about this incident, he will meet with a similar punishment. Even if 
Seth makes enquiries with great pertinacity, none should tell the trnth”. Mula instructed 
her servants repeatedly in the same strain. 3 
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When in the evening Dhanavaha enquired ‘Where is Candana ?! No one answ- 
ered him. Thereby he thought: “She must be playing on the terrace’. On the second 
day, Candana was not to be seen. On the third day, Dhanavaha became greatly disturbed 
when he could not get any information. Becoming greatly excited he told the serv- 
ants: “Ah! give me the true account about Candana; otherwise I will punish you, This 
false show of ignorance does not in the least indicate your cleverness”, 


On hearing these angry words of Seth, an old maid servant told the true story 
about the Candana, and showed him the house in which Candana was locked up. 
_Dhanavaha went there and opened the door of the apartment. On seeing Candana 
with her head shaved, with her body distressed with hunger and devoid of her beauty 
like a lotus-garland crushed under the feet of an intoxicated elephant, then Seth with 
his eyes flooded with an incessant flow of tears said: “O daughter, be calm”. Having 
consulted her, Seth went to the kitchen. He examined all the utensils of keeping food 
but he could not get a morsel of food. So he took adada (phaseollus) beans in a supadun 
and handing them to Candana, he said: “Child! I am calling a blacksmith for brea- 
king your chains. In the meanwhile, you eat this beans”. 


On seeing the beans lying before her, like a female elephant separated from her 
folk, Candana, lamenting her sorry plight said :—‘Ah! Fate! When you gave me birth 
in a royal family, why did you throw me in an ocean of misery hard to traverse ? 
Ah! Why did that royal wealth, that sublime affection of my parents, and everything 
disappear like a miracle? Really, the diversions of fate uplifting for a moment and 
throwing immediately after a moment-resemble a banner-cloth flying with a gust of 
strong wind’. With her throat chocked with intense sorrow and emotion the poor girl’s 
face was completely wet with a ceaseless flow of tears. On account of hunger and 
thirst, she took, adada beans lying in corner of the supudum disinterestedly like the 
mind of a muni. At that very moment, a happy idea came to her mind—“If any mend- 
icant comes here at these juncture I should give him alms first and thereafter I will 
take my meal’. 


With this idea uppermost in her mind, she glanced at the door and she saw 
Sramana Bhagavan Mahavira who was coming there after moving about in regular 
order from house to house. Thinking Mahavira was extremely handsome and illustrious, 
and that the meal of adada beans was extremely worthless, and also that, the food 
material was perfectly unfit for the great saint, she, with a speech faltering with deep 
sorrow, and with an active {low of tears dropping from her eyes, said :-“O Bhagavan ! 
although this meal of adada beans is unfit for you, however, please accept this meal 
with the object of showing favour this unfortunate girl”. On seeing the fulfilment of 
the conditions of his vow, with a steady heart Mahavira extended his two hands. 
Candana, keeping one of her chained feet outside the door with great difficulty, and 
keeping the other foot inside the house gave the alms of adada beans from the supadum, 


to Mahavira. 
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In the picture, Mahavira stand with his two hands extended for alms at the left, 
Candan& is giving the adada beans by her right upraised hand from the supadun kept 
in her left hand. Her one leg is outside the door and the other is inside the house, 
Here she is represented well-dressed and ornamented. The upper part of the picture, 
showing the entablature of the house is beautiful. This scene is singularly a unique 
scene I have seen in any illustrated Kalpasiitra MSS. 


Plate 91 


Fig. 207: Parsvandtha with one thousand snake hoods. At the left, Parévanatha 
is seated in a padmitsana posture. One thousand heads of the snake King Dharana are 
over Parsva’s head, and the snake’s body behind him, meant to be wrapped around 
him but with a view of not to putting other creature in front of a Tirthankara - the 
coils are not completed at the places where they would pass over the body. A layman 
stands at the right with hands in reverence. 


At the right half of the picture, in the upper part Parsvandtha is seated and 
preaching to a layman and a laywoman seated opposite to him at the right. Sthipana- 
carya is represented in the centre. The lower part is represented by an unknown scene. 
A lady stands with a vessel full of jewel and seems to be giving to a monk opposite 
to her. The monk is receiving the vessel of jewels by his raised hands; another monk 
is also standing behind him. Another vessel, full of jewels is also represented. 


Plate 92 


Fig. 208: Two scenes in one: (a) Kamatha performing the five fire penance; (b) 
Parsva rescuing the snake. 


The serpent is vitally associated with the legend of Parva. There were two 
brothers, one with righteousness in his soul, other with evil, which led him to kill the 
first brother. They two were reborn nine times, and in four of the rebirths, the wicked 
one killed the righteous brother, while in other births, the righteous was reborn in 
heaven; in three of them, the wicked one was reborn in a hell. In the ninth birth of 
the wicked soul, he took his birth as a Brahman boy, who became an ascetic Kam- 
atha. At the same time, the righteous soul was born as Prince Pargva. One day 
Parsva saw Kamatha in a park outside the city engrossed in the penance of five fires, 
that is, four fires around him, while the sun gave him heat from above. By his supe- 
rior knowledge, Pargva perceived that there was a snake in a log of Kamatha’s fires, 
Kamatha remonstrated but Parsva asked his servant to split the log, and to the surp- 
rise of all, the snake comes out. Owing to unbearable heat inside the snake was almost 
semi-conscious. After hearing navk@rmantra, the snake died and was born as Dharan- 
endra, Lord of snakes. The people applauded, but Kamatha lost his temper and left 
the place. Some time later Pargva saw a picture of the preceding Tirthankara, named 
Aristanemi, and inspired by it forsook the worldly life to enter the struggle Hi 
perfect knowledge. = 
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In the upper register sits Kamatha in the midst of five fires; the four wood 
fires flame about him; the sun, the fifth fire, is on the left of his head. He is dressed 
in a lower garment and a scarf, a costume which, of course, differs from that of 
Jaina monks. In the lower register is Prince Pargva on a horseback. In front of the 
horse stands a servant holding an axe, with which, at Parsva’s command, he has split 
the log of wood. At the extreme left is the log itself, from which emerges the serpent. 
In both the panels) and the borders are represented the scenes of the Aristanemi's life, 
which inspired Prince Pargva to forsake the worldly life. 


In the ‘uppet register, at the extreme left hand panel is represented, Princess 
Rajimati with Varamdla (flower garland) in her hand in a pavilion minutely decorated 
with floral motifs and having parrots on the pendant corners, Rajimati is awaiting the 
arrival of the Prince Nemi, who is coming towards the pavilion riding on an elephant. 
This is represented on the right panel’s fourth compartment. Rajimati wore beautiful 
dress and ornaments. A diadem is on her head. Two maid servants are represented 
in the bottom corners. A chawri-bearer is standing behind her. In the lower register 
are figured two female-friends of Rajimati named Candranana and Mrgalocana. They are 
conversing about the Nemi’s all round accomplishments, and the good fortune of Rajimati. 


Right panel has four compartments. In the first compartment, there are two 
infantry Yadavas in motion, in the second compartment two cavalry Yadavas; in the third 
two more infantry Yadavas and in the last-fourth Prince Nemi is shown coming 
towards the pavilion seated on an elephant, cleverly adorned and painted, bear- 
ing rich embroidered trappings and a howdah. Nemi sits inside the howdah. Behind 
him is a royal-umbrella bearer. In the top panel of the central page are represented 
animals for the feast of the marriage. At the bottom panel are represented also infantry 
Yadavas. The major portion of the page is beautifully decorated. For the full page 
illustration of the Nemi’s marriage procession refer Fig. 273 in Master Pieces of the 
Kalpasiitra paintings. 

Fig. 209: Two scenes in one: (a) Aristanemi riding to the bridal pavilion; (b) 
Female friends of Rajimati. In the upper register, at the left, the bride Rajimati is 
seated in her pavilion awaiting the groom, At the right, the groom is seated in a well- 
designed chariot which has two wheels and is drawn by an ox. In the lower register, 
three female friends of Rajimati are standing with gloomy faces as the chariot of 
Prince Nemi has turned back. In the left and right panels are represented a step-well 
with trees laden with birds. The birds are seated in gloomy moods. In the upper and 
lower panels also, are represented floral designs with birds. This page is one of the 
finest decorated page from the KS. manuscript. 


Plate 94 


Fig. 210: Rsabha receives the first alms. After initiation, Rsabha fasted for a 
year, the people did not know the correct way of giving alms, Many of those who had 
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taken to monkhood along with him unable to bear the fasting died. Instead of giving 
food as alms, the generous and religious minded people used to give ornaments and 
garments. This had necessitated Rsabha and his disciples to the continue with fasting, 
Moving from place to place, Rsabha came to Hastinapur, where Somaprabha, son of 
Bahubali ruled. He had a son named Sreyans, who saw a dream in which he did 
abhiseka (bath-rites) to Mount Meru, which started glowing. The same night, the Naga- 
rgeth Subuddhi saw in his dream Sreyansakumar re-establishing the rays of the sun. 
The King had also a dream in which he saw the victory of Sreyansa against the enemy. 
All the three incidents were related the next day in the Court and the King 
concluded that Sreyansa would achieve unique success. After the Court dispersed, Srey- 
Ansa went to his palace and from the balcony, he heard people stating that the Lord 
does not take anything. Thereafter, he saw the Lord coming. This reminded the young 
Prince Sreyansa of his previous birth when the Lord was Cakravarti Vajrasen. In the 
meantime, a person came to Sreyinsa with jugs filled with the juice of sugar cane. 
This Sreyadnsa offered to the Lord, who held out his hands to receive. The juice was 
in large quantity and yet the Blessed One’s hands held it miraculously. The juice in 
the Master’s hand converted into a lofty pillar and Rsabha broke his fast. 


In the painting, we see under a canopy Rsabha standing in a monk’s dress and 
facing him is Sreyansa in royal apparel. Rsabha has his broom under his right arm-pit 
and a stick touched to his right shoulder. Sreyansa presents him with sugar-cane juice 
in a jar with narrow neck. Between the two are jars one above the other on the ground. 
Rsabha’s hands in a position to receive the juice. This scene is rarely represented in 
other manuscripts of the Kalpasiitra. 


Fig. 211: Bahubali worshiping dharmacakra. Rsabha had come in a garden out 
of the city Taxila one day evening, and was in a state of meditation. The protector 
of the garden had informed Bahubali of the arrival of Rsabha there. When he heard 
this news, he felt extreme joyous and decided to accord him welcome in the morning 
with great respect, instead of going now alone. He passed the whole night in his palace 
with this joyful idea. Rsabha left in the morning after completing his meditation before 
Bihubali reached there. When Bahubali reached the place to offer respects to Lord 
Rsabha, he repented woefully as he found that the Master had left the garden. 


Then, Bahubali installed there a dharmacakraratna, where Master stayed for the 
night and he entrusted the work of protection of the place to his servants so that no 
person should cross that pious place. He saluted very respectfully newly installed dharm- 
acakraratna and returned to the city. 


In the middle of the picture is a dharmacakraratna installed by Babubali. At the 
left of it, Rsabha seems leaving the place, and at the right Bahubali stands in reverence 
with his upraised two hands. Bahubali is fully dressed and well ornamented. This is 
an unique scene not represented in any other Manuscript of KS. 
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Plate 95 
Fig. 212-213: Jambukumar with his eight wives. Jambukumar was born in Raja- 
graha. His father’s name was Rsabha and the name of his mother was Dharini. Sri 
Sudharmaswami, the fifth Ganadhara of Sramana Bhagavan Mahavira happened to 
arrive near the outskirts of the city of Rajagraha. A large multitude of people went 
there to hear his religious preachings. Jambukumar also went there. 


Having heard the religious preachings, Jambukumfra became desirous of renu- 
neiation of the world. The venerable Sudharma refused to give him initiation into 
an order of monks without the consent of his parents. Jambukumar took the vow 
of celibacy from him. 


He, then, returned home and respectfully addressing his parents, he said: “O 
Father and Mother! I am desirous of taking Bhagavatt Diksa@-Initiation into an order 
of monks-promulgated by the Jinesvaras. Therefore, please give me your consent. 


His parents replied: “You are our only son, we shall be helpless without you. 
We are desirous of marrying you to eight beautiful girls. Fulfil, therefore, our well- 
cherished desires’’. 


Jambukumar said: “I will marry the girls if you are very keen about it; but 
in case, I am able to enlighten them in religious subjects, they will willingly accept 
Diksa, along with me. If however, 1 am not able to convince them, I will remain a 
house-holder’’. 


Jambukumiar, then told the parents of his wives-elect, “I am anxious to have 
Bhagavati Diksa” and eventully all of them informed their respective daughters : 
“Jambukumir is anxious to have Bhagavatt Diksa after duly instructing you in religious 
subjects soon after his marriage with you”. 


d said: “We have already accepted 


All the eight girls went to Jambukumar, an 
this life. If however, such an union 


you as our husband. You will be our Lord during 
is impossible, all of us will take Bhagavati Diksa@ together. In case, however, if we 
succeed to attract you more and more towards the pleasures of this world, you will 
have to become our husband. Otherwise, we will renounce the world, and take Diksa 


along with you”. 


age, Jambukumar sitting on a gorgeously— 


caprisoned elephant, and being fanned on both sides of milky-white yak chowries, and 
his head went to the house of his 


with a large richly embroidered umbrella held over 

fathers-in-law, and married the eight beautiful girls. He, then, returned home with his 
eight newly married wives and wealth amounting to ninety crore gold coins presented 
by his fathers-in-law as his private property. 


On the auspicious day of his marri 
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On the second day of his marriage, Jambukumar took his eight wives (at sun- 
set), to the seventh storey of his palatial building for the purpose of instructing them 
in religious matters. 

In the upper register of fig. 212. Jambukumar is represented as instructing 
religious matters to his wives. He is fully ornamented and dressed. In the lower Tegi- 
ster out of his eight wives, two are represented facing each other, and in fig. 213, 
remaining six wives are represented in three compartments (two in each). All the wives 
of Jambukumar are seen hearing carefully religious instructions from him. 

Plate 96 

Fig. 214: Bhadrabahu and Varahamihira, Sti Bhadrabahuswami was a Brahman 
residing at Pratisthanapura (modern Pethana) in the Deccan. He had a brother named 
Varahamihira. who had also taken Bhdgavati Diksz.:When Bhadrabahuswami was 
made an Acdrya and the head of the Jaina Sangha by the Guru, on account of his 
extensive knowledge and superior natural powers, Varahamihira became enraged and 
he left off ascetic life, Thereafter, he began to earn his livelihood by forecasting omens, 
preparing horoscopes etc. as he possessed sufficient knowedge of astronomy. 


One day, Varahamihira told the King that “In the middle of this big circle, a 
fish of fifty two falas will fall from the sky”. 


Bhadrabahuswami said that: “It will dry up half pala on way, hence it will 
be of fifty one and half galas and will not fall in the middle but will fall at the corner”. 
Bhadrabahuswami's expectation proved correct and Varahamihira’s forecast proved wrong. 


In the upper register on the left under a canopy, Bhadrabahuswimi is seated 
with a muhapatti in his upraised left hand. At the right is represented a fish at the 
corner of big circle having fallen from the sky. 


In the lower register at the left is seated a monk and at the right is seated 
Varihamihira, as the Brahman. This is a unique representation. 


Fig. 215: Vajraswitmt and Kumart Rikimani. Once, while travelling, Vajrasw- 
Ami came to pataliputra, stayed in a garden, and assuming a deformed appearance 
gave a sermon. The assemblage began to feel somehow that the s@dhi’s physical appe- 
arance was not at all in keeping with his sermon. But on the next day, he appeared 
in his natural handsome form and preached them. The people were wonderstruck. 
Hearing from the sd@dhvis about his awe-inspiring personality and extraordinary powers, 
Rukimani, the daughter of Dhanagresthi of that city felt attracted and she told her 
father that she would not marry anybody else except Vajraswimi; she would better 
prefer death to marrying anyone else. 


Hence, Dhanasresthi approached Vajraswami, and requested him to accept Ruki- 
mani, and added, “{ shall offer you the millions of jewels in dowry. So please be kind 
to consider my kind request!”. 
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Vajraswimi replied, “Sresthi! You seem to be a simple-hearted man! As you 
yourself are immersed in the ocean of the worldly pleasures, you want me to follow 
you! But bear in mind, that all those pleasures are volatile and transitory. If your 
daughter is really attracted towards me, she may follow the path which I follow. It 
is the surest and the best way!” Thus he succeeded in the convincing him; gave her 
diks@ and admitted her into the group of nuns. 


In the upper register at the left of our painting, under a canopy Vajraswami is 
seated, Kumari Rukimani stands at the right corner facing him, seems offering the 
garland. The heap of jewellery is lying on the floor between them. In the lower regi- 
ster at the left a lotus is represented and at the extreme right corner, Dhanagresthi 
is seated and seems offering jewellery with his upraised right hand. The lotus is repr- 
esented to show the generosity of Vajraswami. This is also an unique scene never 
represented in any illustrated KS manuscript. 


Plate 97 
Fig. 216: A page from the DVS KS, With beautiful decorations. The artist has 
represented various religious actions of the Jaina monks in both the panels which shows 
up-to-date knowledge of his representations. 


The left panel has four compartments, which are to be seen from top to bottom : 
In the first compartment, at the left, under a canopy, one couple is seated discussing 
some topic. In the companion scene, a man is seated in worshipping attittude. In the 
second compartment, three Jaina monks are represented. First monk seems going out- 
side from his residential place (up4@Sraya) to a temple for worshipping, while two other 
monks are seem going out for taking alms from the houses of the laymen, All have 
jars hanging in their hands, and the brooms under the armpits. In the third compart- 
ment also, three Jaina monks are represented. First monk is a Guru, seated on a 
sinh@sana facing him, are two pupils, one of them is giving details of alms they got 
from the laymen’s house and another is hearing attentively. Near the simh@sana are 
seated two laymen discussing a religious topic. In all the four compartments, beautiful 
decorated canopy is hanging. 

The right panel has also four compartments, they are to be seen from the top to 
bottom: In the first compartment at the left stand a monk, second monk asking some 
religious questions to his preceptor seated on a sinthisana. A pupil is standing behind 
the guru in service at the extreme right. In the second compartment, monks are going, 
outside the up@Sraya for the call of nature with broomed sticks in their right hands 
and water jars in their left hands. In the third compartment, at the left, stand second 
monk is kneeling before his guru for forgiveness. Guru is seated on a beautiful deco- 
rated dsana and seems to forgive his pupil by putting his left hand on his head. In 
the fourth compartment, two laymen are talking about some religious topics and a 
monk stand at the right hearing their talk. Nicely decorated canopy is hanging at the 
upper part of all the four compartments. 
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In the upper and lower panels, the artist has represented four deers and four 
hunters in every panel. The hunters are ensnaring the deer who are represented running. 
The artist has represented every creature in such a lively manner that they seem exact 
living creatures, which proves his mastery in the treatment of subjects. 


Plate 98 

Fig. 217: A page from the DVS KS with elaborate beautiful decorations. On 
the left panel, is an illustration of the parrots flying up in the sky and descending to 
the earth in a small circle. There is a beautiful combination of the eight heads of the 
parrots; and the fishes are seen swimming in the water, and the vultures following to 
catch them. At the bottom, extreme left side the artist has represented a peacock couple 
in very attractive style. The representation of the birds, fishes and the flower plants 
is not only significant but also beautiful. 


In the right panel, are seen different kinds of birds flying in the sky at the top 
of the panel, and a big ship with the varieties of the birds seated on the different 
parts of it. Moreover, a peacock is represented turning back his neck in such a lively 
mood that we have to admire craftsmanship of the artist. Also at the bottom of the 
panel, he has represented an unfathomable ocean of water with the fishes swimming in it. 


In the upper panel, the artist has shown six peacocks facing each other, three 
times; i. e. six peacocks are represented altogether. In the lower panel, the six double 
peacocks are shown i. e. altogether, twelve peacocks in different attitudes. The repre- 
sentation of the peacocks reflects the mastery in the craftsmanship of the aitist. 


‘Plate 99 
Fig. 218-221: The peacocks decorated in the side panels of DVS KS. 
Fig. 218: The decoration of the peacocks. The artist has represented double 
peacocks, in five lines, i, e, ten peacocks. 


Fig. 219: The decorations of peacocks. Here, the artist has represented ten 
peacocks also in the same position. 


Fig. 220: The decorations of peacocks, The artist has represented two .water- 
jars in the middle of the panel, and beginning from the top: a pair of peacocks, a 
pair of parrots, a pair of peacocks, a pair of parrots and a pair of peacocks. 


Fig. 221: Three pairs of peacocks, but the artist has represented in each pair 
one head and two bodies very skillfully. 


Plate 100 


Fig. 222-224: The peacocks decorated in the side panels of DVS KS. 
Fig. 222: In this panel a pair of peacocks at the top anda pair of the peacocks, 
at the bottom, the centre is represented with the beautiful geometrical design. —4 
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Fig. 223: Here, one peacock at the top, one in the centre, and one at the bottom; 
i, e. three peacocks are represented, in different actions. The mastery of the artist for 
the representation of such beautiful peacocks is reflected in the panel. 


Fig. 224: In this panel, there are flowers at the top, centre and at the bottom; 
altogether three flowers, two peacocks in the centre (both the sides of the flowers), 
and a baby peacock, at the extreme right corner. 


Plate 101 
Fig. 225-228: The parrots decorated in the side panels of DVS KS. 


Fig. 225: In this panel, the artist has shown two parrots seated on the plant 
bent with the weight of the fruits, and at the bottom a couple of Indian cranes. 


Fig. 226: Here, the artist has illustrated a couple of parrots seated in the upper 
portion and another couple in the lower portion, Remaining portion is decorated by the 
beautiful geometrical design. 


Fig. 227: In this panel, the artist has represented a parrot couple at the top of 
the first compartment, another on the corner of second compartment, two more on the 
corner of the third compartment and the fourth pair at the bottom corner. Altogether 
he has represented eight parrots facing each other, and three beautiful geometrical 
designs in three compartments. 


Fig. 228: Here, also, like our fig. 225, the artist has represented two parrots-one at 
the top and the other at the bottom-seated on a branch of beautiful flower—plant. 


Plate 102 


Fig. 229-232: The parrots and the other birds decorated in the side panels 
of DVS KS, 


Fig. 229: Here, the artist has represented the two parrots in the corners at 
the top side and the other two parrots in the corners at the bottom side, altogether 
four parrots; other birds seated on the branches of the flower-plants. 


Fig. 230: In this panel, the artist has represented the two parrots on both the 
sides on the top of the beautiful lofty tree. Near the lofty tree at the left date-tree 
is bent with the load of the dates. Also at the right, is seen the third plant. 


The artist of this beautifully decorated manuscript has illustrated in separate 
panels the peacocks and the parrots in different positions. Only selected decorations 
have been represented here. Figs. No. 218 to 230 are published for the first time for 
the benefit of the art-lovers. 


Fig. 231: A big tree, with different kinds of birds seated on it and the monkeys 
jumping on the branches are seen. Every figure is drawn with utmost care and skill. 
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Fig. 232: In this panel, there is a big ship passing in the unfathomable ocean 
of water and above the ship, the birds are flying in the sky. Also a combination of the 
five birds is represented in the upper register. 

Plate 103 

Fig. 233-236: The birds and the beautiful flower-plants decorated in the side 
panels of DVS KS. 

Fig. 233; In the middle of this panel, a unique combination of the five peacocks 
with one head is represented very artistically. At the top and bottom, a beautiful 
decoration is represented, 4 


Fig. 234: Here, at the top and the bottom is a fine geometrical design; and 
three parrots and two Indian cranes are also represented in the centre of ie panel, 

Fig. 235: The most beautiful Persian flower-plant with three birds seated on 
it is represented very dexterously. 

Fig. 236: Beautiful Persian flower—plant with birds in different positions. 

Different kinds of birds decorate the panels of this unique illustrated manuscript. 

Figs. 231-236 are publishzd for the first time in this volume. 


Plate 104 
Fig. 237: The flower-plant blooming with flowers and different types of birds 
“ seated on the branches, 
Fig, 238: Persian flower-plant with flowers executed in assorted charming colours. 
Fig. 239-240: In these two panels, the artist has shown varieties of flower-plants 
to decorate the pages. 3 
Plate 105 


Fig. 241-244: In these four panels, the artist has represented assorted flower- 
plants with different varieties of flowers drawn in assorted pleasing colours. 


Plate 106 
Fig. 245-248: Beautiful flower-plants and the geometrical designs decorated in 
the side panels of DVS KS. 


Fig. 245-246: Two panels showing beautiful plants executed in the Persian style. 
Fig. 247-248: Different geometrical designs. 


Plate 107 

Fig. 249-252: Different geometrical designs for decoration of four panels. 
Plate 108 

Fig. 253-256: Four beautiful geometrical designs to decorate the panels. 
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Plate 109 
Fig. 257-260: Four symmetrical designs for decorations. 
Plate 110 * 


Fig. 261-264: Four lively geometrical designs. 


The artist has represented many geometrical designs to decorate panels to this 
artistic manuscript out of which some selected specimens such as No. 247 to 264 are 
published here for the first time, for the benefit of the lovers of Indian art. 


Plate 111 
Fig. 265-268: The elephants and the kings decorated in the side panels of DVS KS. 


Fig. 265-266: The elephants with beautiful howdahand the elephant-riders on them. 


Fig. 267: This panel is executed in three compartments. At the top of the 
, panel, seven elephants and at the bottom six elephants are illustrated. While, at the 
right and left sides, nineteen elephants are shown. Further, five elephants are represe- 
nted at the top of second compartment and another five elephants at the top of the 
third compartment. Altogether, sixty elephants are executed to decorate this panel. 
Every elephant stands in different posture. In the first compartment, an unknown subject 
is executed. In the second compartment, an unknown king is seated on the throne. A 
male servant stands in service facing him. The royal umbrella is executed above him. 
In the third compartment, there is jumping lion with a man seated on it. 


Fig. 268: Three compartments are executed in this panel. At the top is a panel 
of six elephants. In the centre of first compartment at the tight, a man is seated on 
an dsana talking with the another man standing in reverence. Between them isa 
stool. At the top of the second compartment is the panel of five elephants and at the 
top of the third compartment is another panel of five elephants. In the centre of the 
second compartment, a king is seated on the golden throne talking with the male 
servant standing at the left with a royal umbrella. In the third compartment, there is 
a man riding on a rhinoceros. Seven elephants are represented in the bottom panel. 
On. the left panel, nineteen elephants and in the right panel another twenty elephants 
are illustrated. In this way, sixty-two elephants decorate this panel. 


The artist has represented the elephants to decorate the panels of this Kalpastitra 
manuscript. Out of the whole lot only four selected panels are published (265 to 268) 
for the first time for the lovers of the animal world. 


Plate 112 
Fig. 269-272: The camels, flower-plant, the King and an Emperor are decorated 
in the side panels of DVS KS, 


Fig. 269: To decorate this panel, eight camels are shown at the top. and on 
the left side from top to bottom are twenty four camels and on the right side, there 
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are sixteen camels, and at the bottom another eight camels, altogether artist has drawn 
fifty six camels in different postures. In the middle of the panel, the flower plant is 
represented with blooming flowers. The artist has decorated this panel very artistically. 


Fig. 270: This panel has three compartments. In the first compartment, a woman 
is lying on a precious golden coach with a female attendant on either side to serve 
her. In the second compartment, a rich man is represented fully ornamented and dre- 
ssed with a male servant on both the sides ready to serve. In the third compartment, 
there are two camel riders. 


Fig. 271: In the middle of the panel an unknown Emperor on the golden throne 
is seated with a royal umbrella hanging above his head. Two cavalrymen are shown 
above the royal-umbrella. Two male servants are in at ena nce: In the bottom panel, 


there are some birds. 


Fig. 272: Like Fig. 271 in the centre, an unknown king is seated on a golden 
throne. The royal umbrella is hanging above his head and he holds a lotus in his 
upraised right hand. Two cavalry soldiers are represented above the umbrella facing 
each other; they are fighting. At the bottom, two women are represented conversing. 


If, an Emperor of Fig. 271 and the king of Fig. 272, can be indentified, the 
exact time of the manuscript writing can be ascertained. 


Plate 113 
Fig. 273-276: The elephant-riders, horseriders and the peacock decorated in the 
side panels of DVS KS. 


Fig. 273: This panel is executed in three compartments. A horse-rider in the 
first, two infantry soldiers in the second, and an elephant-rider in the third compartment. 


Fig. 274: This panel also executed in three compartments. A horse-rider is in the 
first compartment, an elephant rider in the second and an infantry soldier is seated 
with shield and sword represented in the third compartment. 


Fig. 275: This panel contains the paintings of warriors seated on horses in four 
rows of four, sixteen wartiors, altogether. Above the group of horsemen are groups of 
five men watching, from top of a city wall, each man holding a pennant. Does this 
represent the evidence of a foreign invasion at the time when the painting was drawn? 


Fig. 276: At the top, a horseman seems descending from the sky. In the middle 
of the panel, the elephant-rider is represented facing back side, and the elephant is 
running very fast with his trunk upraisad. At the bottom, a handsome peacock is seen 
coming down from the sky. The horse-rider, the elephant-rider and the peacock are 
represented in the most lively manner. The perfection of craftsmanship of the artist 
is fully represented in these beautiful paintings. 
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Plate 114 
Fig 277-279: The dancing figures and flying ladies decorated in the side panels 
of DVS KS. 


Fig. 277: In the upper compartment of this panel, one beautiful lady is dancing 
with a lute in both hands, She is nicely dressed and ornamented. In the middle of the 


" panel, the artist has represented tiny swans in five panels. In the bottom panel, another 


beautiful dancing lady is represented. 


Fig. 278: The execution of this panel is similar to Fig. 277, with minor chan- 
ges. This is a companion piece to Fig. 277. - 


-Fig. 279: The artist has represented in this panel two flying ladies descending 
from the sky. The mode of execution of figures of two ladies represents the Persian 
style. The ladies illustrated as flying are represented for the first time in the Kalpastira 
manuscript executed in the Western Indian style. 


Plate 115 
Fig. 280-283: The dancing figures decorated in the side panels of DVS KS. 


Fig. 280: This panel has five compartments. In the first and third compartment, 
two ladies are represented singing and dancing. Second and fourth compartments show 
a handsome decoration of blooming flowers. In the last (fifth) compartment, there is 
a pair of swan facing each other. 


Fig. 281: This panel has also the five compartments, like Fig. No. 280. It is 
the companion panel to Fig. 280. 


Fig. 282: Top: The right hand holding some ornaments, left hand in vitarka- 
mudra; the left foot slightly raised; wears a scarf, half-slaved bodice, s#7 and ornaments 
with plaited coiffure and flowered background. 


Fig. 283: Bottom: Holds a viyd in the right hand, the left hand in vitarkamudra, 
face to the right; the right foot bent and raised; wears a scarf, bodice, sdr7 and patka 
with plaited coiffure; flowered background. 


The paintings represented in Fig. 280 to 283 are the best examples amongst 
the dancing poses, published so far. Every detail of these paintings is executed in such 
a dexterous manner that the art represented make everyone pause to think. 


Is it the Gujarati lady which the artist has illustrated ? Is she playing the garba? 
The intelligent and artistic representation reflect the perfection of the aesthetic sense 


” of the artist. 
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‘Aticatra-33 

Atharva Veda-15 
Avadhi, clairvoyance-12 
Avadhignana-31,32,50,55 
Avantidesa-34 

Ayadanji Bafna-5 


B 


Bakula, a flower-48 

Balabhinu, Prince-22 

Balahika-51 

Banner-11,12,18,30,39,47, 
59 


Barnett, L. D.,-15 
Bavkarne-27 
Bahubali-62 
Bala tapa, improperly mo- 
tivated ascetism-55 
Bhadrabahu-64 
Bhadrabahuswami-64 
Bhadra-51 
Bhadrasana-10,19,20,39 
Bhagavatisiitra-2,9 
Bhagavan-59 
Bharataksetra—33,34 
Bhattaéraka-27 
Bhavabhavanavrtti-2 
Bhavanapati-14 
Bhadrapada-17,28,30 
Bhagavatit Diksa-38,63,64 
Bhiaratvarsa—30 
Bhaveandra, Pan-27 
Bhimakumira -29,33,34,41 
Bhogamilini-50 
Bhogankara-50 
Bhogavati-50 
Bhomacari-44 
Birth festival-13 
Blacksmith-59 
Blessed One-62 
Blooming flowers-70,71 
Bodyguard-53 
Bracelets—25,38,43 
Brahmana-10, 14,16,25,32: 
45,52,53,56,60,64 
Brahamani-10,11,15,17 
Bridal pavilion-61 
Bride-61 
Broom-62 


74) 


Buddha~-15,48 
Bull-3,11,13, 18,30, 36,45 
47,53 

Butter-ball-12 


Cc 


Caddar,coverlet-18 
Caitra-21,37 
Cakravarti Vajrasena-62 
Camara-56 
Camaracanca-55,56 
Camel-69,70 
Camel rider-70 
Campakamala-28,33,40 
Campa Nagari-57 
Camphor-50 
Candraprabha-9 
Candraprabha palanquin 
23,24 
Candradargana~29 
Candanabala-57 
Candana-57,59,60 
Candravadana Queen-31 
Candranana-61 
Carpet-53 
Caturvidha, four fold-22 
Cavalrymen-70 
Cavalry soldier-47,70 
Cagamukha-15 
Caranamuni-30,37 
Celestial mansion-11,18,19 
30,37 
Cetaka, King-57 
Champaka, flower-48 
Chitmar, fly whisk--52 
Chand up.-15 
Chariot-61 
Chauri, marriage pavilion 
45,52 
Chauri-bearer-16,19,21, 24, 
61 
Chatavo, large spoon-46 
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Chhatra, parasol—21 

Chhatha, six meal fast-37 

Citragati-2 

Citragupta~51 

Citrakanaka-52 

Citra-52 

Clairvoyant knowledge-25 
54,55,56 

Club, vajra-56 

Coiffure-17 

Coli, bodice-18,20,23,39,43 
45 

Conch-49 

Conch-blower-16 

Coomarswamy, A. K;-15 

Cowherd-46,53 

Cows-46 

Cranes-50 

Creamation ground—41 

Crocodile-5,50 

Crystal-49 

Cymbals-24 


D 


Dadhivahan King-57 
Damsels, heavenly—-5 
Dancer-13,24 

Dancing figure-71 
Dancing lady-71 

Danda, staff-37 
Darbar-31 

Darpana, a mirror-8 
Dagavaikalikasiitra—1 
Dasgavaikalika tika-4 
Dasasrutaskandha-2 

Date tree-67 
Dayavimalaji Sastra Sang- 
taha-44 i 
Danaviratirija-28,33,34,40 
Danavirati Rajkumar-33 
Danavirya King-34,45 
Deccan-64 


Decorative arches-45,46 
Decorative borders-45 
Deer-46,47,66 

Deer jumping-8 
Delwada-27 

DeSicari-44 

Deva, god-35 
Devabhadra-2 
Devacchanda-14 
Devadusya-4 
Devakulpatak-27 
Devakulvatake~27 
Devarddhi-18 
Devavimana, Celestial pal- 
ace-2,19 

Devananda -10,11,12,15,17 
Devendra-17 
Devasanopado-44 
Dhana-2 

Dhanadatta-34 
Dhanadeva-34 
Dhanapatisinghji Shahji-5 
Dhanasresthi-64,65 
Dhanavati-2 

Dhanavah Seth-57,58,59 
Dhanus-14 

Dharana-17 

Dharana, snake king-60 
Dharanendra, Lord of sna- 
kes-60 

Dharayas-39 
Dharmacakra-62 
Dharmacakraratna-62 


” Dharini-63 


Dharini Queen-57,58 - 

Dhatakidvipa-30 

Dhott, lower garment-10,19. 
20,42,45 

Diadem-49,61 

Dikkumiari-18,21,50,51,52 

Dinna Ganadhar-29,42 
Dinara, a gold coin-53,~ ri 
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General Index 


Diksa-43,65 
Drums-24 
Drummers-13,16,24 
Duck-46 

Duahsama age-25 


E 
Eartiags- 25,43 
East Videha-30 
Ekanasa-51 
Elephant -3,6,7,8,11,18,30 
36,37,41,47,55,59,62,63,66 
70 
Elephant-goad-12 
Elephant rider-69,70 
Ellora caves-7 
Emperor-10,19,69,70 
Entablature-49 
Epic mythology-15 
Epigraphia Indica-15 


F 


Father-in-law-63 

Fattehsinghji Mehta-5 

Faguna~35,38 

Ferryman-53 

Fish-7,47,48,50,64,66 

Five-fire penance-4,60,51 

Floral design-46,61 

Flower plant-66,67,68,69, 
70 

Flower pot-49 

Flying ladies-71 

Fly-whisk-21 

Fly-whisk bearer-16,47 

Folklore-42 

Forest-47 

Fourteen dreams-10,11,17 
18,19 30,36,47 

Friday-27 

Fall jar-18,37,47 

Full vase=49,51 


G 

Gana-17 
Ganadhara-17,18, 19,29,63 
Gandharva, musicians-10 
Ganges river-50,53,54 
Garba-71 

Gardabhilla, King-20 
Garland-11,18,21,24,25,30 
34,36,38,48,49,65 
Gautama Gotra-16 
Geese-50 

Geomatrical design-42,45 
46,47,53,55,66,67,68,69 
Giraffe-5 

Girnar mount-17 
Goad-54 

Goat-56 

Goddess-19 21,25,34,36,38 
50,55 

Goddess Sri-3,11,18,30,36 
Gods -19,21,23,25 35,42,43 
45,46,50,54 
Gold=14,16,21,23,48,49 
Graiveyaka heaven-30,36 
Gritma-44 

Groom 61 

Gujarat-6,44 
Gujarati-16,17,19 
Gujarati lady-71 
Gunasila, Caitya-19 
Gunikarastiri-39 
Guru-41,64,65 


H 


Hanis (swan)-36 
Hams pattern-23 


Hamsvastra, geese pattern 
cloth-17 


Harinaigamesin-3,4,12,15 
16,17,21,37 

Harisinghji Kothari-5 

Harivahan, King-33 


{75 


Hastakarma-44 
Hastinapur-62 
Hiasa-52 

Heap of jewels=11,18,30,37 
Heaven-60 
Hell-60 
Hemacandra-13 
Herdswoman-54 
Heron-48 
Hirananda Muni-27 
Honey bees-49 
Hopkins, E, W.-15 
Horse-56 
Horseback-61 
Horseman-70 
Horse rider-70 
Howdah-61,69 
Hri-52 
Hunter-47,66 


I 


Tlddevi-51 

Illustrated manuscript-55 
56 

India-5,25 

Indian art-69 

Indian art lovers-10,44 
Indian convention-12 
Indian cranes—46,50 
Indian dancing-44 
Indian Hist. Quart.<15 
Indian music—44 

Indian style-44 

Infantry soldier—47,70 
Indra-3,4,11,12,13,26,28,37 
47 

Indrabhiiti-16,17,56 


Indrani, agramahisi-12 
Isatpragbhira-15,16 


J 
Jagnnathu-28 


76) 


Jaikunjar elephant-31 
Jaina-34,40,43,44 

Jaina Acarya-39 

Jain Congregation-22 
Jainism-19 

Jain Jaana Bhandar-6 
Jain Indras-12 

Jain manuscript-44 

Jain Miniature Paintings 
of Western India-37 
Jain monk-27,49,61,65 
Jain religion-38,57 

Jaina Sangha-64 

Jain Scriptures-9 

Jaina Stotras-33 

Jain Stup of Mathura-15 
Jain Swetambar faith-6 
Jaisalmer-1,2,5,10 
Jaisalmer Paintings-1 
Jambu-dvipa-12 

Jar-30 

Jasmine, flower-48,49 

Jayanti-51 

Jai, flower-48 

Jetha-27,31,32 
Jinas-9,14,20,22,24,25,32 
Jinadattasiri Jain Jana 
Bhandar-5 

Jinesvara-57,63 

Journ. Roy. Asiatic Society 
-15 

Jina Bhandar-1,2,5,6,10 

Jrambhikagéma Nagara-56 

Juice of sugar-62 

Jai, flower-48 
Jyestha-27,28 
Jyotiskas-14 


K 


Kadalighar, hut made of 
the leaves of plaintains—52 
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Kadalistambha-52 
Kadalivrksa-45 

Kalpasiitra— 10,36,37,38,40 
41,44,45,52,60,61,62,65,69 
71 

Kalpatippanaka-2 

Kamalpur-33 

Kambala-54 

Kamandalu, bow]-36,39 

Kamatha-4,60,61 

Kausagmudra-38 
Kaugambi Nagari-57,58 
Kataputana Vanavyantari- 
ka-65 

Kayandinagari-9 

Kayotsarga mudra-38 

Kalaka-20,22,24,25,26,39 
Kalakakatha-10,44 
Kalakakumar-39 

Kalakacarya-20,22,23,41 
Kalakacaryakatha-44 

Kali Caudasa-33 
Kalikadevi-29 

Kalika Goddess-34,40 
Kapalika-29,33 

Keith, A. B,,-15 

Kevala, Supremae knowle- 
dge-17 

Kevalajiiana, perfect kno- 
wledge-16,32,38,56 

Kevalin-14 
Kosambinagari-9 

KoSa-14 

Krisna-15 
K$atriya-14,16,24 

Ksatriya Gotra-15 
Ksemapuri City-30 
Ksiranna, a dish Composed 
of rice, milk and sugar—46 
Kubera-13,21 

Kulmitsa, adada-57 


Kumudcandra Upadhyaya 
-28,33,40 
Kundagrama-10,12,16,24 
Kundala, circular ear-rings 
-38,39 
Kurmira. a village-53 
Kusumakaranda Udyan-33 
Kusna times-15 


L 


Laksami, Goddess of wea- 
Ith-49 

Laksamivati-51 

Lalou-15 

Lalitanga King-33 
Laukantika Gods-13,32 


Layman-16,19, 22,23,41,42 
60,65 

Laywoman-1€,19,2_,42,45 
60 

Liiconographie des etoffes 
Paintes (pata)-dans le Ma- 
njusrimiilakalpa-15 

Lion- 3,6,11,16,18,30,34,36 
40,45,48,49,54,69 

Lion-throne-14,18,20,25 

Log-60,61 

Lokapalas-25 

Lokagaccha-5 

Lonkagachhiya Jfiana Bh- 

andar-2 

Lord-14,23, 25, 30,32, 33,35 
36,37,38,39,43,50,51,52,53, 
54,55,56,62,63 

Lord Mahavira-3,4,21,38 

Lord Neminatha-3 

Lord Pargva-3 

Lord Rsabhadeva-34,37 

Lord Supargvanatha-30,33 
34,35,36,38,39,42 

Lotus flower-5,7,11,36,39 
42,43,47,48,49,50,65,70 
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253-256 The geometrical designs decorated in the panels of DVS KS 
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General Index 


Lotus garland-59 

Lotus lake-11,18,30,37,50 
Lute-71 

Lute player-13 


M 
Maddahadiyagachha-27 
Maddhyamauvarima griv- 

eke-28 
Magic power-25 
MahAavira-10,11,12,13,14,15 
16,17,18,19,21,23,24,28,50 
52,53,54,55,56,57,59,60 
Mahavira babe-21 
Mahendra King-32,64 
Mahindgrhe-28 
Mahisdrudha-29 
Maladhari Sri Hemacandr- 
astri-2 
Mallika, a flower-49 
Manahaparyavagiiana-32 
Mango blossoms-49 
Mango tree-34 
Manditaputra-18 
Manibhadra-15 
Manohara, a palanquin-32 
Mantras-32 
Marriage-45,52,54,63,64 
Marriage ceremony-3 
Marriage pavilion-45,52 
Marriage procession-61 
Master Pieces of the Kalp- 
asiitra Paintings-61 
Mathura-54 
Matisagar, minister-31 
Matsyayugala, a pair of fish 
-8 


Mauryaputra-15 
Magsar-16 
Mahendra heaven-2 
Malva-40 
Margéirsa-23 


Marwari leaf design-6 
Medapat, Mewar region-27 
Medapatadese-27 
Meditation-62 
Meghmilini-51 
Meghankara-51 
Meghavati-51 
Mendicant, beggar-57,59 
Metarya-18 
Milkwoman-54 
Miniature Paintings-10 
Miraculously-62 
Mirracle-59 

Mirror-51 

Mitakesi-51 

Mithalalji, Kothari-5 
Mitrapati, a Queen-2 
Mogaro, a flower-48 
Mokalavijayarajye-27 
Mongoose-48 

Monkey, red faced-7,47,67 
Monkhood-62 


Monks-19,35, 38,42, 60,62 
63,65 


Moon--11,18,21,23,30,31,36 
38,48,50 
Mountain-43,45,54 
Mount Meru-3,4,13,21,62 
Mrgalocana-61 
Mrgavati Queen-57 
Mudras-44 
Muhapatti, mouth cloth-16 
18 19,20,22;25,49,64 
Muhiirta-23 
Mukhopadhyaya-15 
Mala Sethani-57,58 
Miirchhana-44 
Musical Instruments- 24,31 
42 
Musicians-24 
N 
Naigamesa-15 


[77 


Naigameya-15 
Namaskira, Jain mantra-54 
Namo titthassa-32 


Nandavaddhanapuradhipati 
~28 


Nanda-51 

Nandisena King-30 
Nandisena muni-30 
Nandivardhanapur-33,35 
Nandivardhana-51 
Nandhyavarta-8 
NatyaSastra-44 
Navamialika, a flower-48 
Navamika-51 
Navkarmantra-60 
Nagakesar, a flower-48 
Naga prince-54,55 
Nala-52 
Necklaces-25,38,49 
Nemi-17,61 

Nemi babe-17 
Neminatha-2,3 
Neminatha caritra-2 

N. Gujarat-27 
Nightingales-21 

Nigoda creatures-25 
Nigodas-25 

Nirvana-4 

Nirvana, salvation-35,43 
fate 189-6 

Nistha Bhasya-6 
Nyltahasta-44 
Nuns-19,23,42,65 


(0) 


Ocean-66,68 


Ocean of milk-11,19,30,31 
48,50 


Ogho, broom-20 
Omnipotence-15 
Omniscience-15,16,38,53 
Owl-53,56 


78) 
es 


Padmaprabha-9 

Padmasana, a posture-10 
36,38,40,43,48,60 

Padmavati-51 

Painted wooden book cov- 
ers-6 

Palanquin-4,16,23,24,35,36 
42,47 

Palas-64 

Palm-leaf-4,45 

Palm-leaf manuscript-1,6,7 
8,9,44 

Pancasikha-15 

Paper manuscripts—l,44,45 

Parrot-8,34,40, 46,49,61,66 
67 

Pargvanatha-60 

Paryusanakalpa-19 

Patola design-10,19 

Pausa month-57 

Paumacariyam-3 

Paumacariya taiyauddese 
-3 

Pavitrakalpasittra-11 

Padapitha, foot stool-19 

Pargva—-3,4,16,17,36,60,61 

Patalikhand city-32 

Pataliputra-64 

Patan-27 

Peacock-7, 15,22,48,49,56 
66,67,68,70 

Perdesin King-55 

Pearls-11,21,23,24,39,43,48 
49 

Persian flower-plant-68 

Persian marginal ornamen- 
ation-44 

Persian style-44,45,68,71 

Pethana-64 

Posa-16 
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Prabhisa-18 

Pradyumna-15 

Pralambitabhujadvaya,both 
the arms hanging down-53 

Pratim@, posture of medit- 
ation-53 

Pratisthana city-22 

Pratisthanapura-64 

Pravacanamudra, teaching 
gesture-16,18,49 

Pravacana Saroddhara-7 

Pritimati-2,33 

Priyangu, a flower-49 

Prthvi-30,31,51 

Prthvicandrasiiri-2 

Prthvidevi Queen-36,37,38 

Prognosticator-53 

Puhamidevi-28 

apa ifaafaerartiong—6 

Pujya Sri Vijyasinhacarya- 
nam-6 

Pundrika-51 

Punnaga, a flower-48 

Punyavijayji Muni-5,6 

Purandara, Indra-26 

Purohit-40 

Purnakalasa, full vase-8,11 

Puspamala-50 

Puspottara heaven-10 

Piija, worship-33 

Parvavideha-25 

Pyarelalji Jindani-5 


R 


Rajoharana, broom-16 
Rajput Painting-38 
Ramadevt-9 
Ramsinghji Mehta-5 
Ratisundari-34 
Ratnavati-2 
Rahu-32,38 


Rahul-48 

Rajagrha, a town-19,63 

Rajahamisa, royal swan-19 

Rajadhirajarana-27 

Rajimati-2,61 

Rajputina-6 

Rani Mokal-27 

Religion and Philosophy 
of the Veda-15 

Retinue-22 

Rhenoceros-5,69 

Ripumardana raja-29,31,34 
40 

Rista jewels-17 

Rjuvaluka river-56 

Rsabha-37,61,62,63 

Rsabhadatta—10 

Royal family-59 

Royal umbrella-51,69,70 

Royal wealth-59 

Rundamalahara-29 

Riicaka dvtpa-52 

Riicaka mountain-51,52 

Rikimani Kumari-64,65 

Riipakavati-52 

Rapa-52 

Rapasika-52 


Ss 


Sahasimbavana-28 

Sahastramravana-32 

Samaravira King-52 

Samavasarana- 4,14, 17,19 
25,28, 32,33,38,39,48 

Samavasarana Stavana-14 

Samadhi-30 

Samahara-51 

Sammeta, mount-17,19,35 

Samosaranu-28 

Sanisdr-10,22 

Samsumar city~55 
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269-272 The camels, flower plant, king and an emperor decorated in the side panels of DVS KS 
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6 The elephant riders, horse riders and the peacock decorated in the side panels of DVS KS 
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Samudravijaya, King-17 
Sanwarta wind-51 
Sanatkumara-15 
Sandal-paste-58 
Sandal-wood-35,43,48 
Sanghvina padaino Jfiana 
Bhandar-1 
Sangita-Natya-Rupavali 
44 
Sangita-Ratnakara-44 
Sangitasastra-44 
Sangrahani Prakarana-2 
Sankharaja-2 
_ Safiksumita-15 
Sanskrit-29 
Sanskrit Inscription-6 
Sarasvati Devi-28,30 
SarasvatiGoddess-36,38,39 
Sarisava flower-48 
Sariipa-52 
Sarvaprabhi-52 
Saudharma heaven-2,25,55 
Saudharmavatamsaka-12 
Saudharmendra-31 
Saurastra-17 
Savior-10,19 
Sa@dhu-64 
Sddhvt-64 
Sagaracandra-23 
Sagaracandrasiwi-23,41 
Sahi-20 
Sagaropamas-10 
Salivihana King-22,23 
Sadmiaciri-19,38 
Saminika gods-25 
Sari-upper garment-17,18 
20,21,71 
Satavahana King-22 
Sdathia-Swastika—43 
Scarf, dupaffa-18,20,23,39 
41,45,61,71 


Sculptures-11 

Sea serpent-50 
Serpent-60 

Serpent, cognizance-17 
Serpent head-30 

Serpent Lord-38 
Seraglio-13 

Sesame flower-48 
Siddha, perfected being-14 
15,16,17,43, 

Siddharaj King-34 
Siddharaj Jayasinhadeva-6 

Siddhagila-15,16,43 

Siddhatilaka merchant-34 

Siddharth, father of Maha- 
vira~4,13,15,16,17,19,21 

Siddharth, a vyantara god 
-53 

Sidi Sayyid’s mosque-16 

Silver-23,49 

Silver Colour-22 
Sinhasana, throne-8,12,18 
31,32,37,38,39,40,65 
Simandhara Jina-25 
Sofa-bed-36,37 

She-Ass magic-20 
She-elephant-32 
Ship-66,68 

Skanda-15 

Smith, V. A;-15 
Smokeless fire-11,18,30,37 
Snake-48,60, 

Snake hood-60 
Soma-52,53 

Somaprabha King-62 
Soma, bharya-28,39 
Som, princess-28,31,45 
Soma Queen-32,47,48 
Somila Brahmana-56 
Springing flower-7 
Staff-11 


179 


Step-well-46,48 
Sthaviras-18 
Sthaviravali-18 
Sthdpantcarya-23,38,40,42 
60 
Subhoga-50 
Subuddhi Nagargeth-62 
Sudanstra Naga-23 
Sudharman-18 
Sudharmaswa4mi-63 
Sugar Cane~62 
Sugar Cane juice-62 
Sumatinatha-9 
Sumegha-51 
Summer season=21,58 
Sun-2,11,18,30,31,36,38,50 
56,60,61,62 
Supadun, a winnowing fan 
-57,59,60 
Supaittha Raja-28 
Suparsva-33,36,37,38,39,40 
42,43,45,46,47,48 
Supargvajanma~28 
Suparsvajina-28,29 
Supargvakumar-31, 32, 37 
38,45 
Supirgvanitha-9,28,31 
Suparsvanahacariyam -27 
29 
Suparsvanatha caritra-27 
45,46,47,49 
SuparSvaprabhu-32,33,48 
Suparéva Raja-28,32,38 
Superior knowledge-60 
Supradatta-51 
Suprabuddha-51 
Sprasthita King--30,32,37 
Surasundari, Queen-19,20 
Suradevi-51 
Surgirau-28 
Susena-15 
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Sutikaghar, special room 
to stay after delivery-50 
51 

Suvatsi-50 

Suvidhinatha-9 

Siirl-22,25,26 

Sirteja, a King-2 

Siiryadargan-28 

Siiryamandala-32 

Svara-44 

Swan-5,6,8,46,47,49,50,71 

Swastika-8 

Symmetrical design-69 

Saka-20 

Saka bank, Western bank 
of the Indus-20 

Saka dynasty-40 

Saka King-20 

Saka soldier-20 

Sakra-11,12,13,14,15,16,21 
22,24,25,26,53,55,56 

Sakrastava-12 

Sambala-54 
Sankhakumara-29,35,49 
Satinika King-57 
Satora-52 

Sauripur-17 

Satpada, six footed-49 

Saligirse village-55 

Sesavati-51 

Sikhara, spire-36 

Siris-tree-32 

Siva, Queen-17 

Sita-51 


Sramana Bhagvan Mahavi- 


ra—56,57,59,63 
Sravana-17 
Sravakadharma-36 
Sreyansa, Prince-62 
Sri-52 
Sri Hemacandracarya Jfia- 
na Mandir-27 
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Sri Hemacandrasiri-6 

Sri Haribhadrasiiri-27,30 

Sri Laxmanagani-27 

Srigekhara King-32,48 

Srivatsa-8 

Sri Vadi Devasiiri-6 

Sri Vijayasinhacdrya~6 

Srutajiiana, scriptural kno- 
wledge-26 

Sruti-44 

Subhavas city-34 

Svetambara, Jain canon-55 

Svetambara monk-16 

Svetambi city-55 


T 


Tambourines-24 

Tapagachhiya Jain .Jiiana 
Bhandar-27 

Taxili-62 

Tana-44 

Thunderbolt-17,21,25,26 

Tiger-7 

Tilaka-11,43 
Tilakicdrya-1 

Tirtha-14 

Tirthankara—l ,2,9,12,13,14 
15,21,29,30,53,60 
Tika-43 

Torana, arch-14,15,49 

Tortoise-7,47 

Toyadhara-51 
Traystrinsaka gods-25 

Triangular passage-57 
Triple stands-25 

Trisala, mother of Mahi- 
vira-4,18,19,21.22,47,50 
Trisala Ksatriyani-15,17 
Trigala Queen-16,17 
Trisastigalakapurtisa carit- 
ta-1 

Trumpeter-13,16,24 ~ 


U 
Udaipur-27 
Udyan, garden-33,35 
Ujjain-20 
Ujjaini city-34 
Upasraya-65 
Urdhvaloka-51 
Uttarananda-51 
Uttara Phitlguni-21,24 


v 
Vaijayanti-51 
Vaimanikas-14 
Vairisimha, King-19,39 
Vaitalas—41,42,49 
Vaitadhya mountain-48 
Vajra, club-24,56 
Vajraswami~64,65 
Valabhi-18 
Vanerable Ascetic Mahav- 
ira-19,21,23 
Vanik, merchant-34 


Varamala, flower garland 
-61 


Vardhamana, a name of 
Mahavira-52 


|! 
Vardhamanakumar-52 
Vardhamana-San-pula-3 
Varahamihira-63 
Vasudamini-52 
Vasumati princess—57 
Vasundhara-51 
Vatasa tree-17 
Vatsamitra-50 
Vayu-Kumaras-14 
Vami, Queen-3 | 
Vana-V yantaras-14 | 
Varanasi, a city-16,30,32 
Varisena-51 | 
Varuni-52 
Vasksepa-special powder~ 
mixture of incenses—39,_ 
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Vayubhiti-18,56 
Vedamantras-56 

Vetala-29 

Vicitra-51 

Vidyunmati-2 

Vijayapuri city-35 

Vijayavardhana Raja-28 
33,39 

Vijayavega (Vidyutvega)-2 
Vijaya-51 

Vijayenam, victory-23 
Vikrama-2,34 
Vikramapur-34 

Vikrama Raji-26,35,40,41 
42 

Vikrama Samvat-2,4,27 

Vikramaditya-40 

Vimana, heavenly palace 
16,24,39 


Vina, a lute~12,36,39,51 
71 

Violins-24 

Visakha Naksatra-31 

Visalabuddhi-34 

Visala city-33 

Visala, palanquin-16 

Vitarkamudra-71 

Vyantari Goddess-55 


Ww 
Western India-42,48 
Western Indian Painting 
-1,7,20 
Western Indian School-7 
Western Indian Style-44 
45,71 
Wielder-25,26 
Winternitz, M ,-15 
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Winter season-23 

Witch-doctor-33,41 

Whales-50 

Wooden book-covers~1,2,4 
5,6,7,8,9 

Wooden panels-6 


0G 
Yagfia, Sacrifice~56 
Yojana~14,15,51 
Yaksa-15 
Yaksini-13 
Yasoda-52 
Yasodhara=51 
Yasodhara Queen-48 
Yasomati-2 
Yadavas-61 











